































































































































Along	with	 it,	2020	was	the	year	of	 the	COVID	(and	hopefully	 the	 last)	and	now	another	
end,	 the	 final	 point	 of	 the	 PhD.	The	 perception	 of	 being	 overwhelmed	 can	 be	 the	 better	
description	in	this	temporary	end	of	the	path	to	"Knowledge",	a	blinding	point	in	the	view	
because	 I	 realised	how	 limited	 this	work	 is	 in	 comparison	with	 the	 vast	 existent	 reality	
that	I	pursued	to	comprehend.	Not	only	due	my	obvious	limitations	but	also	because	of	the	
palpable	limits	of	psychology,	sociology,	and	all	the	human	sciences.	This	horizon	brought	




I	would	 also	 like	 to	 thank	 the	best	opera	 interpreter	of	Micaela,	Mimi,	 Pamina,	Euridice,	
Dona	Anna,	Susana	or	whatever	the	role	she	plays.	The	comprehension,	care,	 tenderness	
have	 nothing	 to	 do	 with	 the	 emotional	 categories	 presented	 in	 this	 dissertation.	 Her	
passion,	determination	and	love	is	and	was	the	best	human	motivation	to	finally	end	this	
PhD.	Very	close	 to	her,	 I	am	thankful	of	 this	new	born	citizen	of	 the	world,	and	 the	best	




willing	 to	help	 and	with	 a	 strong	 compromise	 to	 this	 tiny	 research.	As	 John	of	 Salisbury	
said	"Nos	sumus	sicut	nanus	positus	super	humerus	gigantis",	I	am	a	dwarf	in	the	shoulders	
of	 several	 giants,	 and	 I	 would	 especially	 say,	 of	 one	 giant	 who	 believes	 in	 the	
thoroughness,	decency	and	consistency	of	 seeking	 the	 truth.	The	difficulties	 through	 the	
journey	 of	 the	 present	 dissertation	 were	 affordable	 and	 less	 heavy	 thanks	 of	 her	
unconditional	and	professional	loyalty.	
The	 journey	 of	 the	 PhD	 has	 also	 discovered	 the	 German	 territory.	 The	 stay	 in	 the	
Technische	 Chemnitz	 Universität	 working	 with	 Thomas	 Schäfer	 brought	 me	 the	




their	 feedback	 and	 observations.	 Similar	 opportunity	 I	 had	 in	 the	 Institute	 für	
Musikwissenchaft	in	Leipzig	with	Prof.	Wolfgang	Fuhrmann	who	helped	to	introduce	me	in	
a	new	research	journey	in	the	BACHfest.	
The	 list	 of	 thanks	 should	 also	 include	 Greg	 Richards	 and	 his	 constant	 will	 to	 help	 and	




However,	 I	 enjoyed	 the	 journey	 and	 helped	 to	 understand	 better	 the	 complexity	 and	 to	














The	 context	 of	 the	 cultural	 industries	 was	 changed	 drastically	 with	 the	 COVID-19	
pandemic.	The	first	trimester	of	2020	began	with	the	extreme	lockdown	of	public	spaces,	
theatres,	 auditoriums,	 and	 performance	 venues	 used	 by	 the	 music	 industry.	 These	
closures	provoked	the	massive	cancellation	or	rescheduling	of	music	tours,	opera	seasons,	
concerts,	 and	music	 festivals.	 This	 until	 then-unimaginable	 scenario	 represented	 a	 huge	
shift	 for	 all	 industries	 related	 to	 live	 events	 and	 has	 inspired	 numerous	 changes	 in	 the	
rules	 ensuring	 health	 in	 venues	 and	 has	 had	 an	 impact	 on	 the	ways	 that	 people	 gather	
(Lin,	2020).	This	crisis	has	changed	how	cultural	events	occur.	These	changes	forced	new	
practices	to	be	found	within	the	entertainment	sector	and	brought	with	it	changes	to	every	
level.	 Among	 other	 changes,	 one	was	 the	 adaptation	 of	 how	 live	 performance	 is	 shared	
with	its	audience.	In	the	past,	cultural	 	events	were	an	opportunity	to	share	space	with	a	
variety	of	attendees.	After	this	crisis,	as	culture	workers,	we	hope	to	have	the	opportunity	




of	 music	 festivals	 was	 showing	 a	 steady	 increase	 in	 events	 –	 in	 2005	 there	 were	 551,	
whereas	 in	 2018	 were	 896.	 However,	 this	 was	 a	 global	 effect	 with	 approximately	 27.7	
million	people	 (UK	Music,	 2016)	 attending	music	 festivals	 between	2016-2017	 (Fricker,	
2017).	In	the	U.S, the	attendance	was	estimated	up	to	32	million	people	in	the	US	(Adler,	
2014	and	Nielsen,	2014).	Music	festivals	posted	the	biggest	gain	in	attendance	from	2017,	
with	 Millennials	 having	 highest	 festival	 attendance	 in	 2019	 (Nielsen,	 2019).	 In	 Europe,	
such	 festivals	 were,	 also,	 a	 major	 social	 and	 economic	 phenomenon:	 Paleo	 festival	 in	
Switzerland	with	210.000	attendants;	Tomorrowland	 in	Belgium	with	capacity	 for	up	 to	
180.000	 spectators;	 Arenal	 Sound	 in	 Spain	 hosted	 to	 300.000	 people	 (Bein,	 2016;	 APM	
2017;	 Canal,	 2016).	 But	 not	 only	 the	massive	music	 festivals	 spread,	 similarly	 occurred	
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with	 the	proliferation	of	community	music	 festivals	or	 local	 festivities	 (Anderton,	2018).	
This	 context	 clearly	 denotes	 the	 importance	 of	 live	 performances	 for	 both	 the	 music	
industry	 as	well	 as	 for	 the	 audiences.	 In	 trying	 to	 understand	 the	 experience	 that	 such	
events	 provoke	 on	 their	 audiences,	 academia	 disciplines	 have	 been	 crafting	 diverse	
models	in	means	to	evaluate	the	event	experience.	
Live	music	events	are	as	varied	in	form	and	practice	as	there	are	variances	in	music	styles	
and	audience	 types.	The	may	be	commonality	 found	 in	 the	 importance	and	meaning	 the	
performance	has	 for	 its	attendees.	As	noted	by	Frith	 (2007,	p.	8)	 :	 	 “the	 live	show	 is	 the	
truest	form	of	musical	expression,	the	setting	in	which	musicians	and	their	listeners	alike	
can	 judge	 whether	 what	 they	 do	 is	 ‘real’”.	 These	 experiences	 may	 have	 significantly	
different	impacts	for	the	individual	attending	these	festivals.	
Music	 events	 are	 meant	 to	 generate	 a	 unique	 experience	 which	 is	 strongly	 linked	 to	
personal	positive	and	negative	emotions	as	developed	in	Christou,	Sharpley,	and	Farmaki	
(2018).	 These	 individual	 phenomena	make	direct	 connection	 to	 the	personal	 identity	 of	
the	attendee.	These	experiences	foster	a	special	link		to	the	music,	the	community	around	
the	 attendee,	 and	 the	 overall	 experience	 (Devine	 &	 Quinn,	 2019).	 Furthermore,	 as	
described	 by	 Archer	 (2004),	 emotions	 are	 ‘commentaries	 upon	 our	 concerns’,	 meaning	
they	are	an	expression	of	something	more	profound	rather	than	only	a	chemical	reaction	
or	a	cultural	construction.	Therefore,	it	can	be	pointed	out	that	there	may	be	a	deeper	link	





of	 the	 attendee.	 The	 experience	 of	 an	 event	 can	 be	 evaluated	 through	 different	models	
from	different	perspectives:	Geus	et	al.	(2014)	propose	the	Event	Experience	Scale	(EES)	
with	special	emphasis	on	the	affective	evaluation;	Small	et	al.	(2005)	and	Delamere	et	al.	
(2001)	 developed	 the	 theory	 of	 understanding	 the	 evaluation	 of	 the	 social	 impacts	 of	
cultural	events;	Colombo	(2016)	developed	the	theoretical	framework	to	possibly	analyse	
the	 cultural	 impacts.	 These	 last	 specific	 impacts	 perceived	 by	 the	 festival-goer	 are	 the	
matter	of	 interest	of	 the	present	dissertation.	These	 impacts	will	 be	defined	with	use	of	
multiple	specific	descriptions	presented	in	the	first	chapter.	Furthermore,	this	dissertation	




to	 direct	 the	 event	 towards	 specific	 objectives.	 Consideration	 of	 the	 intentions	 of	 the	
organizers	 of	 the	 music	 festivals	 should	 be	 taken	 into	 account	 since	 a	 live	 music	
performance	 proposes	 certain	 ideas,	 remarks	 on	 specific	 cultural	 elements,	 seeks	 to	
provoke	emotions,	create	unique	experiences,	and	open	the	attendee	to	new	perspectives.	
These	 different	 topics	 are	 related	 to	 the	 cultural	 impacts	 of	 the	 festival	 goer	 and	 the	
cultural	 development	 of	 a	 community.	 However,	 even	 if	 it	 may	 be	 enriching	 for	 the	
organizers	 to	 focus	 on	 the	 altruistic	 value	 of	 presenting	 classical	 music	 premieres	 and	
modern	 creations,	 the	 reality	 is	 that	 almost	 every	 music	 festival	 is	 part	 of	 an	 industry	
motivated	by	 financial	gain	and	political	 interests.	 In	short,	 this	research	 is	 interested	 in	
the	analysis	of	 the	emotions	of	 the	festival-goer	generated	through	the	experience	of	 the	
music	 festival.	 	This	unique	experience	 is	considered	a	 trigger	 towards	different	cultural	
identifications	within	a	specific	strategy	of	the	festival	organizers.		
This	 interest	 started	 with	 the	 understanding	 of	 the	 psychological	 functions	 of	 music	





have	 an	 increase	 of	 the	 sense	 of	 community.	 However,	 in	 the	 perspective	 of	 the	
stakeholders	 there	 are	 multiple	 intended	 objectives	 implied	 in	 the	 organization	 of	 the	
festival.	 Although	 these	 interests	 may	 imply	 tangible	 objectives	 like	 the	 budget	
management	or	the	correct	planning,	these	interests	can	also	pursue	intangible	objectives.		
An	 example	 could	 be	 the	 precise	 cultural	 identifications	 that	 accompany	 the	 different	
cultural	 categories	 of	 a	 	 region	 or	 perhaps	 the	 fostering	 of	 specific	music	 styles	 for	 the	
creation	 of	 a	 fan	 base	 for	 the	 festival	 itself.	 Therefore,	 the	 analysis	 of	 the	 intentionality	












festivals	 but	 also	 seeks	 to	 understand	 the	 intentionality	 of	 the	 stakeholders	 implied	 in	
these	 intangibles.	 These	 aims	 may	 contribute	 with	 a	 holistic	 approach	 in	 the	
understanding	 of	 the	 experiences	 of	 music	 festivals	 and	 can	 possibly	 help	 in	 the	
assessment	of	a	wide	spectrum	of	different	experiences	of	cultural	events.	Recently,	there	
has	 been	 development	 in	 methodology	 of	 proposals	 with	 interest	 in	 the	 evaluation	 of	
intangible	 impacts	 and	 the	 emotions	 in	 the	 context	 of	 events	 that	 contribute	 	 to	 an	
enriched	conversation	between	different	disciplines.		
This	general	aim	implies		specific	objectives	that	might	be	listed	as:	
● to	 understand	 how	 such	musical	 events	 can	mold,	 start,	 reinforce	 and	 influence	
processes	 related	 to	 cultural	 impacts	 triggered	 by	 emotions	 felt	 by	 the	 festival-
goers	
● to	propose	a	model	of	 analysis	of	 the	emotional	outcome	of	 the	experience.	This	
model	 should	be	applicable	 in	other	cultural	events	 in	order	 to	contribute	 to	 the	

























These	 research	hypotheses	were	based	 in	previous	 literature	 review	 in	 the	 study	of	 the	
experiences	of	the	cultural	events	but	also	due	to	experiences	of	the	researcher	in	music	
festivals.	In	the	past,		the	author	developed	a	quantitative	and	qualitative	analysis	in	order	
to	 understand	 the	 experience	 during	 three	 music	 festivals	 to	 contrast	 the	 previous	
literature	 review.	 The	 experiences	 of	 the	 attendee	 reveals	 the	 relevance	 of	 emotions	
during	the	experience	related	to	music,	the	importance	of	one	specific	cultural	impact,	the	
acknowledgment	 of	 the	 socio-demographics	 of	 the	 attendants,	 and	 the	 relevance	 of	
specific	moments	of	special	euphoria	or	emotional	arousal.		
The	 structure	of	 this	 research	was	 established	 in	 four	 stages:	 the	 first	 stage	defined	 the	
conceptual	 framework	 for	 the	 analysis	 of	 cultural	 impacts	 and	 emotions	 based	 on	 pre-
existing	models;	 the	second	stage	 tested	 the	new	model	of	analysis	 through	quantitative	
and	 qualitative	 methodologies	 in	 different	 samples;	 the	 third	 applied	 the	 refined	
methodological	 model	 into	 a	 case	 study;	 and	 finally,	 the	 results	 helped	 to	 refine	 the	
conceptual	framework	and	tested	the	hypothesis	of	the	research.		
The	 first	 stage	 is	 presented	 in	 the	 first	 five	 chapters	 and	 describes	 and	 reviews	 the	
theoretical	 concepts	 relevant	 to	 this	 research	 and	 the	 theories	 that	 help	 to	 structure	 its	
objectives.	In	Chapter	1,	the	author	starts	with	this	conceptual	overview	for	the	analysis	of	
intangible	 impacts	 and	 specifically	 for	 the	 assessment	of	 cultural	 impacts.	 	 In	 chapter	2,	
the	 author	 presents	 an	 in-depth	 review	 of	 how	 the	 experience	 of	 the	 music	 festival	
contributes	to	the	generation	of	intense	emotions.	These	emotions	were	understood	to	be	
constitutive	 elements	 of	 the	 experience	 of	 the	 individual,	 and	 therefore	 they	 have	 to	 be	
analysed	 in	 order	 to	 size	 their	 contribution	 on	 the	 perception	 of	 the	 cultural	 impacts.	
Moreover,	 these	experiences	are	contextualized	with	the	evolution	of	 the	music	 industry	
acknowledging	that	 this	evolution	may	contribute	to	more	 impacts	due	to	an	 increase	of	





methodological	 framework	 of	 the	 research.	 In	 Chapter	 4,	 the	 working	 hypotheses	 are	
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identified.	In	Chapter	5,	the	paper	contains	the	model	of	analysis	and	the	measurement	of	




spectrum	 is	 the	 Cultural	 Impact	 Perception	 through	 Emotions	 (CIPE)	 which	 aims	 to	
identify	 the	 cultural	 impacts	of	 cultural	 events	 through	 the	perceptions	and	emotions	of	
the	participants	taking	into	account	their	profiles	of	the	and	the	intentionality	perceived;	
on	 the	 other	 side,	 the	 Emotional	 Impact	 of	 cultural	 Events	 (EIE)	 that	 identified	 and	
evaluated	 emotions,	 its	 origins,	 and	 the	 peak	 experiences	 of	 the	 event	 with	 artwork	
exposed	 in	 relation	with	 the	 characteristics	 of	 the	 event.	 The	 EIE	was	 specified	 for	 the	
context	 of	 the	 music	 festivals	 and	 named	 as	 the	 Emotional	 Impact	 in	 Music	 Festivals	
(EIMF).	 The	 author	 understands	 that	 the	 proposal	 of	 the	 new	 models	 is	 not	 only	 a	
methodological	 requirement	 of	 the	 research,	 but	 also	 constitutes	 a	 substantial	
contribution	of	this	work.		
The	 second	 stage	 is	 explained	 in	 Chapter	 6	 with	 three	 main	 goals:	 to	 improve	 the	
application	of	 the	gathering	methodologies	 in	 the	case	study;	 to	validate	 the	selection	of	
the	 cultural	 impact	 presented	 in	 chapter	 5;	 and	 finally,	 to	 select	 the	 case	 study	 of	 the	
research.	In	the	first	part	of	Chapter	6,	the	author	presented	the	conceptual	construction	




The	 third	 stage	 is	 contained	 in	 Chapters	 7	 and	 8,	 they	 provide	 the	 analysis	 of	 the	 case	
study	 looked	at	 through	 the	 lens	of	 the	models	proposed	before.	This	 application	of	 the	
models	 has	 been	 conceived	 as	 an	 experimental	 phase	 that	 accompanies	 the	 conceptual	
analysis	and	aims	to	test	the	operation	of	the	proposed	models	through	specific	gathering	
methodologies.	This	process	was	implemented	to	identify	aspects	to	be	improved,	as	well	
as	 to	 explore	 the	 elements	 taken	 into	 account	 seeing	 new	 applications	 of	 the	 model.	









boundaries	 reopening	 cultural	 events	with	 assured	healthy	guarantees	but	 also	 to	 insist	
on	 the	uniqueness	of	 the	real	experience.	These	music	 festival	experiences	constitute	an	











how	 to	 evaluate	 intangible	 impacts	 and	 emotions	 that	 have	 contributed	 to	 an	 enriching	
conversation	of	different	disciplines.	
In	 fact,	 this	 research	 is	 an	 example	 of	 a	meeting	 point	 of	multiple	 scientific	 disciplines.	
These	 different	 approaches,	 from	music	 psychology,	 sociology	 of	 culture	 or	 even	 social	
musicology,	are	mixed	in	order	to	improve	our	comprehension	of	the	intangible	impacts	of	





the	 analysis	 and	measurement	 of	 cultural	 impacts	 related	 to	 perceived	 emotions,	 so	we	
will	start	with	this	theoretical	overview	for	their	analysis	in	offering	a	general	framework	
for	 the	 assessment	 of	 cultural	 impacts	 (chapter	 1).	 This	 framework	 is	 narrowed	 to	 the	
study	of	a	specific	type	of	cultural	event,	the	music	festivals.	
In	 the	 second	 chapter,	 is	 analysed	 in	 depth	 how	 the	 experience	 of	 the	 music	 festival	
contributes	 to	 generate	 intense	 emotions.	 These	 emotions	 are	 understood	 to	 be	
constitutive	 elements	 of	 the	 experience	 of	 the	 individual,	 and	 therefore	 they	 have	 to	 be	
analysed	in	order	to	measure	their	contribution	on	the	perception	of	cultural	impacts.	In	
addition,	 the	 evolution	 of	 the	 music	 industry	 is	 analysed,	 acknowledging	 that	 this	













goer.	 Finally,	 the	 identification	 of	 the	 emotions	 of	 different	 human	 activities	 through	
domain-specific	 scales	and	models	 centred	on	 the	peak	experiences	were	understood	as	






In	many	 perspectives,	 the	 evaluation	 of	 cultural	 events	 has	 been	 an	 important	 topic	 in	
recent	 literature.	 These	 phenomena	 can	 be	 evaluated	 from	 different	 sides:	 economical,	
social,	cultural	or	environmental,	 for	 instance.	Each	branch	of	knowledge	determines	the	
definition	of	the	term	event,	impact	and	a	long	list	of	concepts.		
First,	 then,	 it	 is	 required	 to	 understand	 the	 different	 definitions	 proposed	 by	 several	
academics	and	possible	classification	of	cultural	events.	After	that,	how	the	cultural	events	
may	be	considered	a	phenomenon	and	therefore	an	object	for	the	analysis	of	their	effects	
in	 the	audience	and	a	product	of	 the	organizers	objectives	or	 intentions.	Finally,	 specific	
academics	 developed	 several	 models	 of	 analysis	 of	 the	 cultural	 impacts	 that	 may	 be	
applied	in	cultural	events	like	music	festivals.	
1.1 Phenomena	of	cultural	events	
In	 recent	 decades,	 cultural	 events	 have	 grown	 considerably	 because	 of	 the	 constant	
planning	and	organization,	but	also	numerous	studies	 from	both	academia	and	public	or	
private	 institutions	 appeared	 in	 the	 aim	 to	 understand	 the	 different	 outcomes	 of	 these	
activities.	
The	analysis	of	the	events	has	its	own	niche	called	Event	Studies	(Getz,	1991,	2007).	Event	
studies	 amalgamates	 different	 disciplines	 in	 order	 to	 comprehend	 the	 complexity	 of	
events.	 Contributions	 to	 Event	 Studies	 have	 come	 from	disciplines	 like	 history	 (Phillips,	
Pritchard	2003	 ;	Bell,	Davies	2004),	 economics	 (Burns,	Hatch	&	Mules,	1986;	Crompton,	
Lee,	&	Shuster,	2001;	Dwyer,	Mellor,	Mistilis	&	Mules,	2000;	McCann	&	Thompson,	1992;	
Formica,	1998;	Tyrrell	&	Johnston,	2001;	Clark,	2008;	Andersson		et	al.	2017;	Kwiatkowski	
and	 Oklevik,	 2017),	 social	 sciences	 (Ritchie	 &	 Lyons,	 1990;	 Soutar	 &	 McLeod,	 1993;	
Mihalik,	2000;	Fredline	&	Faulkner,	2000;	Fredline	&	Faulkner,	2002;	Quinn	2006,	2009;	
Colombo	2016),	 environmentalism	 (Thomas,	 1998,	 2001;	Andersson	 	 et	 al.	 2012)	 and	 a	
long	list	of	possible	analyses.	
This	 section	 aims	 to	 review	 the	 literature	 on	 the	 specificities	 of	 the	 study	 of	 cultural	
events,	their	impacts	and	the	possible	ways	to	measure	these	impacts.	
1.1.1 Events:	description	and	classification	
In	 order	 to	 understand	 the	 different	 models	 to	 analyse	 cultural	 events,	 a	 previous	
classification	 and	 definition	 of	 events	 should	 be	 done.	 To	 accomplish	 that,	 this	 section	
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describes	 the	 classification	 of	 events	 on	 the	 basis	 of	 the	 existing	 related	 literature	 and	
specifies	the	concept	of	cultural	event.	
Getz	 (2007)	defines	 events	 as	 "an	occurrence	 at	 a	 given	place	 and	 time;	 a	 special	 set	 of	
circumstances;	 a	 noteworthy	 occurrence".	 The	 uniqueness	 of	 this	 occurrence	 converts	
every	 event	 as	 something	 attractive	 and	with	 ephemeral	 characteristics.	 However,	 they	
occur	 and	 generate	 impacts	 linked	 to	 what	 they	 expose.	 These	 are	 determined	 by	 the	
content	they	have	been	offering	and,	their	functions,	they	concrete	organization	defined	by	
the	objectives	of	the	different	stakeholders.		
The	 criteria	 to	 classify	 events	 are	diverse	 and	depends	 on	what	 is	 the	 focus	 of	 analysis.	
When	the	point	is	the	function,	the	possible	classifications	might	be	,	among	others	(Getz,	
2007):	hallmark	events,	prestige	events,	mega	events,	cause-related	events	or	participant	
events.	 This	 enumeration	 may	 be	 completed	 with	 other	 goals	 or	 analysis	 of	 different	
characteristics	 in	 	event	studies	(Yeoman	 	et	al..	2007;	Allen	 	et	al..	2008).	Moreover,	 the	
events	can	be	also	considered	as	strategic	key	points	for	developing	cultural	tourism	and	














events	 are	 public	 occurrences	 which	 might	 be	 planned	 or	 unplanned.	 The	 present	
dissertation	 focuses	on	planned	events	which	have	 the	 following	characteristics,	 as	Getz	
(2007,	P.28)	explains:		




● Programme:	 planned	 and	 scheduled,	 usually	 in	 detail;	 designers	 seek	 to	 create	
"experiences	for	guests,	participants	and	spectators”	
● Control:	 controls	 are	 imposed	 by	 managers	 and	 other	 formal	 stakeholders,	
including	governments	
● Accountability:	producers	and	managers	are	formally	held	accountable.	





● Cultural	 celebrations:	 solemn	or	 joyous	events	 that	have	 cultural	meaning.	 For	
example:	 festivals,	 carnivals,	 heritage	 commemorations,	 parades	 and	 religious	
rites	and	rituals.	The	organizers	might	be	public	institutions,	private	or	a	mixture	
between	each	other.	





cultural/historic	 significance.	 The	 events	 related	 to	 this	 category	 might	 be:	 pop	
music	concerts,	award	ceremonies,	theatre,	art	exhibitions	and	dance	shows.		
● Performing	Arts:	 events	with	an	 important	cultural	exposure	of	a	single	artistic	
performing	 expression.	 For	 example:	 symphonic	 concerts,	 ballet,	 opera,	 cinema,	
fashion	shows.	
● Business	 and	 Trade	 Events:	 events	 to	 promote,	 market	 or	 directly	 engage	 in	
commerce,	 or	 otherwise	 meet	 corporate	 objectives.	 Examples	 include:	 meetings	
and	conventions,	exhibitions,	conferences,	and	fairs.	They	are	organized	mainly	for	
public	or	private	corporations.	
● Education	 and	 scientific	 events:	 dedicated	 to	 the	 creation,	 exchange	 and	
dissemination	 of	 knowledge.	 Usually,	 they	 are	 congresses,	 conferences	 and	
seminars.	They	might	be	organized	by	public	or	private	institutions.	
● Sporting	events:	 the	actual	games	or	meets	during	which	sports	activities	occur.	
They	 can	 be	 professional	 or	 amateur,	 indoor	 or	 outdoor,	 scheduled	 or	 not,	 of	
different	 geographical	 relevance,	 for	 participants	 or	 spectators.	 They	might	 even	
offer	sports	festivals,	for	instance	competitions	or	sport	exhibitions.	
22	
● Recreational	 events:	 produced	 by	 parks	 and	 recreation	 agencies,	 non-profit	
organizations	 and	 affinity	 groups	 (like	 churches,	 schools	 and	 clubs)	 for	 non-
competitive	reasons.	
● Private	 events:	 familial	 or	 corporate	 celebrations	which	 require	a	planning	and	
organization	 by	 professionals.	 For	 example:	 weddings,	 parties	 or	 other	 types	 of	
celebrations.	
● Events	 at	 the	 margin:	 sporadic	 events	 with	 a	 quick	 organization.	 They	 are	
organized	 to	 celebrate,	 to	make	 a	 public	 statement	 or	 to	 claim	 for	 any	 purpose.	
They	 are	 organized	 by	 independent	 groups	 and	 mainly	 communicate	 through	
social	media.	
● Protest	 events:	public	demonstrations	or	gatherings	organized	with	 the	specific	
purpose	to	protest.	For	instance:	demonstrations	or	riots.	
Each	typology	of	an	event	can	be	understood	as	a	phenomenon,	as	stated	by	Getz	(2007),	
"something	 that	 can	 be	 experienced".	 The	 description	 of	 its	 functions	 can	 then	 help	 to	
understand	 which	 are	 the	 important	 elements	 in	 the	 organization	 of	 the	 event	 and	
therefore,	 the	relevant	elements	 for	 the	experience.	Consequently,	 those	events	 in	which	
culture	has	a	protagonist	role	may	also	have	a	much	relevant	cultural	experience	among	
others.		
The	 field	 of	 event	 studies	 has	 generated	 different	 models	 and	 literature	 in	 order	 to	
evaluate	the	experience	from	different	perspectives.	For	instance,	the	attendant	(Lamont,	
2011;	 Geus,	 Richards	 and	 Toepoel	 2016,	 Csikszentmihalyi	 and	 Asakawa,	 2016),	 the	
organizer	 (Niekerk	and	Getz,	2016;	Negrier,	Bonet,	Guérin,	2017),	 the	 importance	of	 the	
venue	(Hassanien	and	Dale,	2011)	or	even	the	experience	of	 the	performer	(Frith,	2007;	
Pitts,	2004;	Dogantan-Dack,	2012).	Furthermore,	 these	experiences	are	 intertwined	with	
the	 objectives	 or	 outcomes	 pursued	 by	 a	 specific	 social	 policy	 or	 the	will	 of	 the	 private	

















"Cultural	 events	 are	 those	 that	 focus	 on	 the	 presentation,	 celebration	 and	 realization	 of	 cultural	
activities	and	expressions,	generally	related	to	cultural	industries,	local	traditions	and	other	artistic	
expressions.	"	(P.128)	
These	 events	 have	 become	 relevant	 in	Western	 Societies.	 Examples	 can	 be	 found	 in	 the	
celebration	 of	 carnivals,	 the	 touring	 music	 festivals,	 the	 European	 capitals	 of	 Culture,		
Eurovision	 contests,	 and	 Live	 Aid	 concerts	 are	 simple	 examples	 of	 the	 importance	 of	
cultural	events	for	different	purposes	and	functions.	
The	exploration	of	cultural	events	has	had	a	vast	number	of	methods	of		analysis.	Its	study	
can	 potentially	 include	 a	 variety	 of	 	 events	 related	 to	 	 cultural	 expression.	 Different	
academics	 have	 developed	 specific	 analysis	 on	 the	 evaluation	 of	 arts	 festivals	 (Williams	
and	 Bowdin,	 2007),	 the	 social	 impacts	 related	 to	 their	 implementation	 (Richards,	 Brito	
and	Wilks,	2013),	the	understanding	of	the	community	festivals	as	tools	for	social	bonding	
and	 social	 benefits	 (Small,	 2005;	 Wood,	 2005),	 and	 the	 analysis	 of	 the	 experience	 of	
carnivals	(Marques,	L.,	Borba,	C.	Willemsen,	J.L.	&Durand,	A;	2018).	Furthermore,	there	are	
a	considerable	series	of	events	which	 live	 in	symbiosis	with	other	business	 industries	as	
described	in	Colombo	and	Marques	(2019)1.	These	events	blend	in	the	traditional	models	
of	 business	 fairs,	 exhibitions,	 and	 conferences	with	 cultural	 activities	 in	 order	 to	 attain	
different	 objectives	 offering	 a	wide	 experience.	 These	 culturally	 attached	 activities	may	




Hannigan	 2003;	 Gibson	 and	 Stevenson	 2004;	 Richards,	 Wilson	 2004;	 Riza,	 2015).	
																																								 																					
1	These	 celebrations	 can	 be	 illustrated	 with	 events	 like	 "Society	 of	 Neuroscience"	 in	 New	 York	
where	 the	participants	 can	participate	 in	 socio-cultural	 events;	 the	REC	stores	 in	 Igualada	where	





cultural	 tourism	 (Richards,	1996).	The	 cities	 take	advantage	of	 important	 events	 for	 the	
construction	 of	 new	 infrastructures	 or	 to	 reactivate	 their	 economies	 (Bodwin,	 Allen,	
O’Toole,	Harris,	&	McDonnell,	2011,	Getz,	1991,	Chakley	&	Essex,	1999).	Finally,	changing		
cultural	industry	business	models	with		the	interest	of	justifying	the	budget	of	organizers	
or	 the	 public	 administrations	 interest	 of	 promoting	 certain	 identity,	 the	 promotion	 of	
deprived	 regions	 through	 celebrations	 (Wood,	 2005;	 Quinn	 2005;	 Holt,	 2014)	 can	





Festivals,	 as	 defined	 by	Getz	 (2007),	 are	 "themed,	 public	 celebrations.	 The	 same	 author	
cited	 Falassi	 (1987)	who	defined	 festivals	 as	 a	 social	 phenomenon	 found	 in	 virtually	 all	
human	cultures.	Falassi	considered	events	 to	be	periodical	and	as	a	social	occasion	with	
different	 levels	 of	 involvement.	 They	 have	 also	 a	 symbolic	 implication	 and	most	 of	 the	
cases	 correlate	 with	 a	 social	 identity	 linked	 to	 the	 history	 of	 a	 community	 or	 special	
commemorative	events.		
Getz	(2007)	shares	the	multiple	points	of	view	to	classify	festivals	and	they	include	those	





the	 theatre	 festivals	 (Rodríguez,	 Sánchez	 and	 Sánchez,	 2016),	 the	 analysis	 of	 the	
"experience	economy"	in	film	festivals	(Park,	Oh	and	Park,	2010),	the	effect	of	Berlin	Film	
festival	 in	 the	 reconstruction	 of	 Germany	 (Fehrenbach,	 1995)	 or	 the	 analysis	 of	 the	




(2004),	 Richards	&	Wilson	 (2006)	 and	Quinn	 (2010)	 argued	 that	 festivals	 have	 become	
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part	 of	 cultural	 tourism	 and	 create	 a	 	 cultural	 spectacle	 rather	 than	 an	 opportunity	 to	
nurture	 flourishing	 	 culture.	 Perilous	 are	 the	 placeless	 events	 created	 for	 the	 sake	 of	
tourism	 and	 a	 form	of	 feigned	 “authenticity”.	 Critics	 observe	 this	 overuse	 of	 festivals	 as		
homogenization,	 and	 consequently,	 results	 in	 the	 decrease	 of	 creativity	 and	 cultural	
diversity	(Fainstein	&	Judd	1999;	Finkel,	2009;	Richards	&	Wilson,	2006).		
There	 is,	 of	 course,	 a	 general	 recognition	 of	 the	 festivals	 as	 tools	 to	 bring	 a	 cultural	
development	 and	 arts	 development	 to	 the	 local	 level	 (Richards	 1996,	 Richards	 2006,	
Quinn	 2006;	 Devine	 &	 Quinn,	 2019).	 Naturally,	 they	 are	 also	 an	 occasion	 to	 generate	 a	
positive	 economic	 impact	 and	 an	 occasion	 of	 a	 positive	 social	 experience	 (Packer	 &	
Ballantyne,	2011).	Getz	(2007)	criticized	the	view	of	defining	a	music	festival	as	an	event	
which	 is	 "nothing	more	 than	a	series	of	musical	performances	 “with	no	meaning	and	no	




a	 high	 relevance	 in	 the	 music	 industry	 as	 a	 key	 strategic	 event	 for	 cultural	 tourism.	
According	 to	UK	Music	 (2016),	3.7	million	people	 from	the	UK	attended	a	music	 festival	
between	2016-2017.		Similarly	in	Spain,	the	number	of	attendants	in	2017	was	3.6	million	
(APM,	 2018).	 This	 massive	 participation	 constitutes	 a	 phenomenon	 which	 should	 be	
analysed	 and	 studied	 in	 order	 to	 comprehend	 other	 implications	 in	 the	 organization	 of	
these	events.	
The	uniqueness	of	music	festivals	generated	not	only	a	celebration	of	music	also,	in	some	
occasions	 the	 celebration	 of	 historical	 events,	 a	 cultural	 movement	 or	 at	 times,	 a	
manifestation	of	a	cultural	disruption.	Music	events	play	many	roles	in	a	culture.	There	are	
repeating	 examples	 that	 represent	 changes	 in	 the	 paradigm	 such	 as	 the	 Woodstock	
festivals	of	 	1969	with	its	two	subsequent	editions	(Bennett,	2004)	and		movements	that	
originated	 from	 	kind	of	music	 festivals	or	 "celebrations"	 like	 the	 rave	movement	 in	 the	
80s	which	expanded	in	the	United	States	and	Europe	(Reynolds,	1999).	Music	festivals	can	




Nevertheless,	 music	 festivals	 are	 cultural	 events	 which	 are	 occurrences	 that	 can	 be	
experienced	 and	 that	 may	 produce	 different	 types	 of	 pursued	 outcomes.	 Then,	 music	
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festivals	can	be	determined	and	understood	within	a	set	of	purposes	or	goals	with	certain	
desired	 outcomes	 from	 different	 stakeholders	 implied	 in	 the	 organization	 of	 the	 event.	
Thus,	it	is	relevant	to	understand	how	these	different	stakeholders	can	be	identified,	how	
they	 pursue	 a	 range	 of	 different	 purposes,	 and	 to	 define	 what	 is	 an	 impact	 for	 the	
attendees.	The	identification	of	the	impacts	is	described	in	section	1.2,	the	identification	of	
stakeholders	 is	 addressed	 in	 section	 1.4,	 and	 the	 comprehension	 of	 the	music	 festivals,	







the	 community	measured	 through	 generation	 of	 employment	 or	materials	 that	 benefits		
the	 local	 economy.	 Further	 analysis	 may	 include	 the	 analysis	 of	 socio-demographic	
variables	or	the	level	of	satisfaction	of	the	attendants	during	the	event.	
The	evaluation	of	 cultural	 events	 requires	 a	definition	of	what	 should	be	measured	 that		
includes	 different	 matters	 of	 interest	 that	 can	 be	 measured	 through	 different	
methodologies	in	use.	There	are	implied	a	long	list	of	possible	effects	that	can	be	produced	
by	the	organization	of	the	event	in	a	specific	place,	time	and	by	concrete	organizers.	Some	
authors	 of	 	 event	 studies	 (Denzin,	 1980;	 Web	 	 et	 al..,	 1966;	 Flick	 1999;	 Getz,	 2007;	
Williams	&	Bowdin,	2007;	Andersson	et	al..	2012,	Colombo,	2012;	Todd,	2017;	Cho		et	al.,	
2019)	 recommend	 the	mixture	of	quantitative	and	qualitative	methodologies	 to	 compile	
information.	In	early	case	studies,	these	mixed	methodologies	provided	different	types	of	
triangulation	(Web		et	al.,	1966;	Denzin,	1980)		allowing	data	to	be	gathered	from	different	
sources.	 As	 argued	 in	 Biaett	&	 Richards	 (2020),	 the	 interplay	 between	 quantitative	 and	
qualitative	 methodologies	 provides	 an	 enriched	 overview	 of	 events	 that	 goes	 from	 the	
subjective	data	 that	reveals,	 for	 instance,	contextual	meanings	of	 the	audience	combined	









The	 term	 outcome	 might	 be	 considered	 from	 different	 points	 of	 view;	 in	 this	 present	
dissertation	the	review	is	through	the	literature	of	the	Event	Studies.	Related	to	the	term	
outcome	are	the	terms	impact	and	effects.	Along	with	the	different	definitions	proposed	by	





Getz	 (2007)	 defined	 outcomes	 within	 the	 concept	 of	 an	 open	 system	 in	 which	 a	
transforming	 process	 converts	 inputs	 to	 outputs	 or	 outcomes.	 Therefore,	 from	 the	
individuals,	the	outcome	refers	to	what	the	individual	had	experienced	due	to	the	event	in	
its	short	or	long	term.	In	the	short	term,	the	assessment	of	the	impacts	has	been	the	focus	
of	 different	 disciplines	 and	 may	 have	 different	 approaches.	 When	 the	 focus	 is	 on	 the	
perception	of	the	experience	of	the	event,	they	may	refer	to	the	impacts	perceived	by	the	
attendants	 (Andersson	 	et	al.	2012;	Delamere,	2001;	Colombo,	2016),	by	 the	performers	
(Pitts,	 2004)	 or	 by	 the	 local	 community	 (Small	 &	 Edwards,	 2005).	 The	 receiver	 of	 the	
impact	should	be	included	in	the	definition	of	terms	to	foster	better	understanding	of	the		
event	on	it’s	attendees.	Furthermore,	the	impacts	have	different	typologies.	They	might	be	
constituted	 with	 different	 elements	 which	 specific	 science	 may	 comprehend	 its	
identification	and	understanding.	Generally	speaking,	 there	are	two	types	of	 impacts	can	
be	 differentiated:	 the	 tangibles	 and	 the	 intangibles2	impacts.	 Every	 field	 of	 research	
stresses	the	elements	of	their	perspective	on	the	evaluation	of	the	impacts.	Each	discipline	
adapts	the	generic	definition	of	impact	and	uses	their	related	set	of		tools	to	evaluate	them.	
A	 tangible	 example	 of	 impact	 assessment	 is	 the	 economic	 impact	 evaluation	 (Snowball,	





the	 Social	 Impact	 Assessment	 (SIA).	 Several	 authors,	 mainly	 from	 the	 environmental	
																																								 																					
2	This	 conception	 emerged	 from	 the	 conception	 of	 the	 impact	 assessment	 of	 the	 events	 might	
through	 the	 Cost-Benefit	 Evaluation	 in	which	 the	main	 costs	 and	 benefits	 are	 classified	 through	
tangible	and	intangible	costs	and	benefits.	
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perspective,	 presented	 definitions	 and	 lists	 of	 possible	 social	 impacts	 (Vanclay,	 1995;	
Slootweg	 	 et	 al..,	 2001;	 Vanclay,	 2002)	 and	 developed	 the	 SIA	 interest.	 Vanclay	 (2002)	
presented	a	model	of	seven	fields,	based	on	existing	literature		to	analyse	specific	impacts	
in	 the	 different	 fields.	 These	 models	 serve	 as	 a	 tool	 of	 	 predictive	 analysis	 for	 the	
regulatory	process	of	major	material	projects.	They	aid	 in	 the	understanding	of	possible	
social	 impacts	of	an	action.	More	recently,	 	Franks	&	Vanclay(2013)	presented	the	Social	
Impact	 Management	 Plans	 (SIMPs)	 to	 identify	 and	 understand	 the	 scope	 of	 the	 social	
impacts	 in	 the	development	of	a	project.	These	 function	not	as	a	 forecast	but	as	 tools	 to	
assess	an	on-going	process	of	evaluation.	Thus,	the	SIA	introduced	the	possibility	–	and	the	
related	 complexity	 	 to	 identify	 and	 understand	 the	 cultural	 impacts	 within	 the	 social	
impacts.	
In	 cultural	 events	 several	 authors,	 as	 commented,	 considered	 different	 typologies	 of	
impacts	 but	 also	 considered	 as	 positive	 and	 negative	 (Allen,	 O’Toole,	 Harris,	McDonnell	









the	 event.	 These	 authors	 also	 considered	 the	 existence	 of	 social,	 cultural	 and	 political	






























































those	 impacts	 which	 directly	 influences	 the	 individual	 and	 generate	 a	 response.	
Furthermore,	 these	 impacts	might	 be	 the	 origin	 of	 long	 term	 effects,	 for	 instance,	 if	 the	





















































































● The	 event(or	 events)	




● The	 event(or	 events)	









As	 said	 above,	 the	 same	 author	 proposed	 so-called	 outcomes	 under	 the	 headings	 of		
society,	 culture,	 politics	 and	 refers	 to	 five	 topics:	 expenditure	 in	 events	 where	 the	
investment	 in	 events	 which	 may	 produce	 social,	 cultural	 and	 environmental	 changes;	
event	 tourism	 (or	 “host-guest”	 interactions)	 which	 may	 produce	 participation;	 event-
related	development	with	examples	seen	in	activities	and	traffic;	community	involvement	











































































an	“eventful	city”	 is	a	potentially	 interesting	moment,	because	 it	marks	the	point	at	with	
place	 stakeholders	 begin	 to	 realise	 the	 potential	 of	 events	 to	 change	 things	 and	 have	
longer	 term	 effects	 rather	 than	 just	 short	 term	 impacts".	 Therefore,	 the	 analysis	 of	 the	
short	 term	impacts	of	 the	participants	can	be	a	 initial	point	 to	understand	the	 long	term	
32	
effects	 of	 repeating	 events	 in	 the	 specific	 strategies	 of	 the	 different	 stakeholders	 of	 the	
organization.	
The	recognition	of	the	social,	cultural,	and	political	objectives	is	crucial	in	order	to	analyse	
the	 effectiveness	 of	 the	 policies	 or	 strategies	 in	 generating	 specific	 individual	 impacts.	




evaluation.	 The	 following	 section	 identifies	 and	 summarizes	 the	 relevant	 models	 to	
analyse	 the	 impacts	 of	 the	 cultural	 events	 from	 the	 perspective	 of	 the	 participant.	 In	
section	 1.4,	 they	 are	 identified	 the	 relevant	 stakeholders	 on	 the	 pursuing	 of	 specific	
outcomes.	 This	 analysis	 responds	 to	 the	 interest	 of	 the	 present	 dissertation	 on	 the	
evaluation	 of	 the	 short	 term	 cultural	 outcomes	 or	 cultural	 impacts	 from	 the	 individual	
experience	 of	 the	 participant	 in	 contrast	with	 the	 objectives	 pursued	 by	 the	 organizers.	




The	 models	 of	 evaluation	 serve	 as	 tools	 to	 illuminate	 concepts	 or	 processes	 in	 both	
deductive	and	inductive	paths.	In	Event	Studies,	the	conceptual	development	of	models	is	
in	 constant	 evolution.	 The	 last	 two	 decades	 several	 models	 have	 appeared	 with	 the	
mission	to	understand	the	impacts	and	effects	of	the	events.	This	development	helped	to	
structure	 the	 identification	 of	 the	 social	 and	 cultural	 impacts.	 Moreover,	 it	 helped	 the	











As	mentioned	 before,	 the	 impact	 is	 related	 to	 a	 physical	 consequence	 of	 an	 origin	 or	 a	
cause	that	could	have	an	impact	on	the	economy	or	the	environment	of	the	host	location.	




of	 the	 impact.	The	FEET	centres	 in	 three	main	 topics:	 the	profile	of	 the	participants;	 the	
economic	 impact;	 the	 cultural	 and	 social	 impacts.	More	 recently,	 in	 Garcia,	Melville	 and	
Cox	(2010)	used,	in	the	context	of	the	Liverpool	Capital	of	Culture,	separated	the	impacts	
in	 thematic	 groups:	 access	 to	 culture	 and	 participation;	 economy	 and	 tourism;	 cultural	
vibration	and	sustainability;	image	and	perceptions;	governance	and	delivering	processes.		
These	two	cases	are	examples	of	early	studies	to	address	the	assessment	of	the	social	and	
cultural	 impacts	 through	different	perspectives	and	specifications.	Similarly	 to	 the	FEET,	
the	so-called	Social	Impact	Assessment	(SIA),	described	by		Vanclay	(2002,	p.	388)	which	
is	 a	 "process	 of	 analysing	 (predicting,	 evaluating,	 and	 reflecting	 and	 managing	 the	
intended	 and	 unintended	 consequences	 on	 the	 human	 environment	 of	 planned	
interventions	(policies,	plans,	programs,	projects	and	other	social	activities)	and	a	social	
change	processes	 invoked	by	 those	 interventions	 so	 as	 to	 bring	 about	more	 sustainable	




and	Delamere	 	 et	 al.	 2001)	 called	 the	 Festival	 Social	 Impact	 Attitude	 Scale	 (FSIAS).	 The	
FSIAS	 	measures	 the	 attitude	 of	 the	 attendants	 towards	 a	 scale	 of	 social	 impacts	 of	 the	
festival.	 Delamere	 based	 the	 measurements	 of	 the	 impact	 on	 the	 perceptions	 of	 the	





of	 Fredline	 &	 Faulkaner	 (2002)	 and	 Fredline	 et	 al..	 (2003)	 in	 the	 residents	 of	 the	
community	in	Melbourne.	They	developed	the	scale	in	order	to	know	how	the	members	of	
the	community	perceived	the	impacts	and	how	they	compared	reactions	among	different	






impacts	were	 related	 	 in	 the	 evaluation	 	 and	 they	were	 relevant	 to	 the	near	 community	
where	it	was	held.	However,	there	existed	problems	for	the	identification	of	these	impacts.	
This	difficulty	 to	evaluate	 the	social	and	cultural	 impacts	 in	 the	cultural	events	was	also	
palpable	 in	 the	 analysis	 of	 Small	 et	 al.	 (2005).	 In	 their	 study,	 they	 analysed	 the	 events	






the	 scale	 of	 the	 Social	 Impact	 Perception	 (SIP).	 The	 SIP	 is	 measured	 through	 the		
perceptions	of	the	residents.		They	were	prudent	and	the	research	community	was	asked	
to	be	cautious	 in	 the	analysis	of	perceptions,	and	not	 fall	 into	premature	conclusions.	 In	
2007,	Small	uncovered	six	underlying	dimensions	of	the	social	impacts	which	later	refined	
the	model.		Recently,	Tktaczynski		et	al..	(2019)	used	some	elements	of	this	scale	to	gain	a	
general	 view	 of	 the	 interests	 of	 the	 attendees	 of	 small-scale	 music	 festivals.	 These	
elements		aided	in	the	labelling	of	the cultural	image,	the	quality	of	life	enhancement,	the	
local	community	importance,	the	increased	cultural	knowledge,	and	local	area	opinion	of	
the	event.	As	a	 consequence,	SIP	had	demonstrated	 its	usefulness	 for	understanding	 the	
attendee	 and	 residents	 socio-cultural	 impacts	 as	 well	 as	 the	 interests	 and	 motivations	
through	subjective	perceptions.	
The	socio-cultural	impacts	were	also	evaluated	from	an	economic	perspective.	Andersson		
et	 al.	 (2012)	 assessed	 the	 total	 value	 of	 a	music	 festival	 from	a	 cost-benefit	 perspective	
using	the	Cost	Benefit	Analysis,	(“CBA”)	by	introducing	monetary	values	to	the	intangible	
goods.	 They	 encapsulated	within	 the	 CBA	 all	 the	 costs	 and	 benefits	 of	 the	 tangible	 and	
intangible	 	goods	related	 to	 the	event.	Their	analysis	assigns,	 through	 the	perspective	of	
the	attendant,	 a	monetary	value	 for	 the	 intangible	 impact	 through	 the	willingness-to-pay	
(WTP)	 and	 the	willingness-to-accept	 (WTA).	 The	WTP	 and	WTA	 provide	 a	 value	 of	 the	
intangible	benefit	and	cost	per	attendant	and	estimated	the	total	value	of	the	festival.	Later	




assigned	 a	 monetary	 value	 and	 presented	 the	 possibility	 to	 reach	 a	 commensurability.	




expression.	 Throsby	 (2001,	 p.	 4)	 considered	 festivals	 as	 an	 activity	 which	 have	
"intellectual,	moral	and	artistic	aspects	of	human	life."	The	assignment	of	a	monetary	value	
might	be	useful	 for	 	pragmatic	and	empirical	consideration	though	 it	misses	the	point	of	
the	 intrinsic	 value	 of	 the	 experience.	 The	 cultural	 event	 is	 an	 opportunity	 to	 create	





study	 that	 was	 able	 to	 describe	 the	 experience	 through	 four	 dimensions:	 affective	
engagement;	cognitive	engagement;	physical	engagement;	and	experiencing	newness.	This	
tool	 allowed	 us	 to	 bring	 a	 quantitative	measure	 of	 the	 experience	 defined	 in	 intangible	
concepts	through	the	use	of	a	scale.	 	 In	Marques	&	Borba	(2018),	they	demonstrated	the	
similarities	 of	 the	 event	 experiences	 between	 a	 Carnival	 and	 another	 popular	 festival.	
Coetzee,	 Lee	 and	Faisal	 (2019),	 used	 this	 scale	 and	demonstrated	 the	 importance	of	 the	
affective	 and	 physical	 engagement	 for	 predicting	 the	 revisit	 of	 an	 sportive	 event.	 This	
model	 of	 analysis	 remarked	 the	 importance	 of	 the	 affective	 engagement	 or	 the	 relevant	
weight	of	emotions	in	the	construction	of	the	event	experience.	
The	models	of	evaluation	devoted	to	the	socio-cultural	impacts	are	heterogeneous	and	are		
presented	 as	 in	 the	 precedent	 paragraphs.	However,	 none	 of	 the	 above	presented	 focus	
their	attention	on	the	cultural	 impacts	on	 its	own.	They	are	always	 intertwined	with	the	












The	 Cultural	 Impact	 Assessment	 (CIA)	 began	 with	 the	 evaluation	 of	 development	
processes	 in	 the	 indigenous	 communities	 (Sagnia,	 2004),	 but	 also	 in	 the	 use	 of	 the	





of	 people	 and	 possibly	 under-	 taken	 by	 this	 group	 or	 community	 of	 people.	 A	 CIA	 will	
generally	 address	 the	 impacts,	 both	 beneficial	 and	 adverse,	 of	 a	 proposed	 development	
that	 may	 affect,	 for	 example,	 the	 values,	 belief	 systems,	 customary	 laws,	 language(s),	
customs,	economy,	relationships	with	the	local	environment	and	particular	species,	social	
organization	and	traditions	of	the	affected	community."	(Sagnia	2004,	p.	9)	
This	 definition,	wide	 in	 its	 terms,	 provides	 the	 initial	 stage	 of	 the	 evaluation	 of	 cultural	
impacts.	However,	after	these	initial	developments	in	the	literature,	the	models	were	only	
applicable	 for	 the	 evaluation	 of	 development	 of	 indigenous	 communities	 (Gibson	 	 et	 al..	
2011),	or	focused	on	the	cultural	heritage	(Rogers,	2006).	These	developments	of	tools	for	
the	 analysis	 of	 indigenous	 communities	 brought	 some	 considerations	 applicable	 to	 the	
analysis	 of	 cultural	 events.	 For	 instance,	 Nakamura	 (2013)	 floured	 the	 concern	 of	 the	
supposed	 cultural	 sensitivity	 of	 the	 researchers	 in	 the	 analysis	 of	 impacts	 in	 specific	
contexts.	 Nakamura	 recommended	 the	 measurement	 of	 the	 impacts	 should	 last	 long	
periods	of	time	in	order	to	detect	several	undefined	effects.		Häyrynen	(2004)	advised	on	
taking	 serious	precautions	on	 the	use	of	 empirical	methods	when	analysing	 the	 cultural	
impacts	and	avoid	to	homogenising	cultural	impacts	in	a	narrowed	perspective.	
Taking	 into	 consideration	 these	 previous	 analyses	 it	 is	 palpable	 the	 following	
observations:	
1. There	 are	 different	methodologies	 to	 analyse	 the	 cultural	 impacts	 of	 events	 and	
these	require	the	development	of	specific	measurement	tools.	




3. Cultural	 impacts	should	be	evaluated	 in	a	 flexible	 framework.	The	perspective	of	
the	 attendant	 can	 provide	 data	 for	 the	 analysis	 of	 the	 cultural	 elements	 as	
considered	in	Small		et	al.	(2005).	
4. The	homogenization	of	culture	can	be	avoided	taking	into	consideration	that	each	




a. The	majority	 of	 the	 analysts	 of	 the	 social	 and	 cultural	 impacts	 on	 events	
overtake	the	analysis	through	the	perceptions	of	the	individuals.	




iii. the	 perceptions	 of	 the	 impact	 analysed	 from	 the	 point	 of	 view	 of	
the	individual	and	the	community	
iv. level	of	intensity	of	the	impact	through	a	scale.	




(FSIAS	 and	 Triple	 Bottom).	 As	 presented	 in	 the	 precedent	 list,	 the	 basis	 on	 perceptions	
allows	 to	 enter	 in	 the	 subjective	 vision	 of	 the	 attendant,	 as	 evaluated	 in	 the	 SIP,	 their	
model	 defined	 the	 perceptions	 with:	 the	 existence,	 if	 it	 is	 positive	 or	 negative	 and	 the	
intensity	of	this	perception.	When	reviewing	the	literature,	we	can	see	that	these	models	
avoid	 or	 miss	 the	 influence	 of	 the	 emotions	 or	 affections	 in	 their	 perceptions.	 Since	
perception	can	be	understood,	in	words	of	Efron	(1969)	as"	the	primary	form	of	cognitive	
contact	of	 the	human	being	with	 the	world	 around	him"(P.137)	 and	emotions,	 can	have	
the	 element	 of	 "unconsciousness"	 (Berridge	 and	 Winkielman,	 2003),	 which	 can	 be	
understood	 as	 a	 primary	 form	 of	 cognitive	 process	 and	 activate	 primary	 neurological	
processes	 (Koelsch,	 2015).	 Therefore,	 emotions	 could	 have	 an	 effect	 on	 the	 cognitive	





After	 observing	 the	 different	 approaches	 of	 the	 socio-cultural	 impact	 assessment	 in	
general,	 and	 the	 socio-cultural	 impacts	 evaluation	 in	 the	 context	 of	 the	 events,	 the	 next	
subsections	will	focus	on	the	specifics	of	the	cultural	impacts	
1.3.2 Cultural	Impact	Perception	
In	 2016,	 Colombo	 proposed	 a	 new	 model	 for	 the	 evaluation	 of	 cultural	 impacts	 in	 the	
context	of	an	event.	Her	approach	based	the	analysis	on	the	perception	of	the	impact	of	the	
attendant	identifying	a	set	of	impacts	and	their	relationship	with	the	organizers'	aims.	Her	
approach	 summarized	 the	 existent	models	of	 impacts	 related	 to	 culture	 and	proposed	a	
set	 of	 impacts	 based	 on	 the	 perceptions	 of	 the	 attendants	 as	 Small	 	 et	 al.	 (2005)	
recommended.	 She	 proposed	 the	 evaluation	 of	 the	 cultural	 impacts	 through	 a	
classification	of	different	concepts	proposal	called	the	Cultural	Impact	Perception	(CIP).	




Deery,	 2003;	 Small,	 Edwards	 and	 Sheridan,	 2005).	 From	 these	 authors	 Colombo	 took	 a	
final	set	of	concepts	on	the	cultural	impacts	classification.	She	defined	five	impacts	related	
to	different	elements	of	culture	in	their	benefits	and	costs	for	the	individual,	namely:	the	
exposure	 or	 disinformation	 about	 culture,	 the	 preservation	 or	 loss	 of	 traditions,	 the	
construction	 or	 loss	 of	 cultural	 identity,	 the	 social	 cohesion	 or	 social	 disintegration	 and	
finally,	 the	 social	 integration	or	 creation	of	 ghettos.	 	 Each	of	 the	 impacts	 are	defined	by	
specific	 items	 based	 on	 the	 definitions	 of	 the	 academic	 literature.	 These	 items	 helped	
afterwards	 in	 the	 understanding	 and	 in	 the	 comprehension	 of	 the	 definition	 of	 each	




















































































































































































analysis	 would	 require	 the	 implication	 of	 the	 organizers	 since	 the	 methodological	
techniques3	require	 their	 collaboration.	 This	 model	 was	 applied	 to	 the	 	 analysis	 of	 the	
cultural	 impacts	 in	 the	 Karneval	 der	 Kulturen	 (KdK)	 in	 Berlin.	 This	 event	 was	 selected	





effectiveness	 of	 the	 cultural	 policies,	 so	 the	 starting	 point	 of	 her	 selection	 was	 the	




the	 cultural	 impacts	 with	 specific	 items	 of	 measure.	 Colombo	 concluded	 with	 the	
demonstration	of	the	existence	of	the	perceptions	of	four	cultural	impacts.	However,	there	






● The	 impact	 on	 the	 Construction	 of	 the	 cultural	 identity	 requires	 to	 be	 evaluated	




of	 the	 attendants,	 but	 furthermore,	 it	 contained	 the	 wider	 list	 of	 items	 to	 be	
analysed.	Namely,	is	related	with	the	impact	of	the	information	about	culture	into	
the	individual	(change	in	aesthetics,	new	skills,	personal	development),	contained	
the	 impact	 of	 the	 community	 into	 the	 individual	 (Building	 community	 pride,	
celebration	 of	 community),	 and	 to	 the	 traditions	 (increased	 local	 interest	 in	 the	
regional	culture).	Ultimately	his	impact	relates	with	the	other	four	not	in	a	simple	
descriptive	way	but	in	a	personal	and	deep	understanding.	
● Cultural	 events	 are	 demonstrated	 to	 generate	 a	 cultural	 identification.	 In	 the			
research	of	several	experts	in	the	field,	 	 it	has	been	observed	that	cultural	events	
support	collective	 identity	or	building	community	 identity	 (Quinn,	2009;	van	der	
Hoeven,	Hitters	and	Hoeven,	2019;	Chen,	S.	X.,	Hui,	C.,	Ng,	J.	C.	K.,	Guan,	Y.,	Xiaohua,	
S.,	Hui,	C.,	…	Guan,	Y.	,	2019),	self-construction	and	growth	(Lawndowski	and	Besta,	
2018),	 identity	 development	 (Hixson,	 2014),	 identity	 expression	 (Boer	 and	
Fischer,	2008;	Hormigos	and	Oda,	2014;	Kinnunen,	Luonilla	and	Honkanen,	2018).	
Therefore	 these	 processes	 can	 be	 related	 to	 the	 so-called	 “construction	 of	 the	
cultural	identity”	proposed	by	Colombo.	
● As	 Geus	 et	 al.	 (2016)	 pointed	 out	 the	 affective	 engagement	 for	 the	 attendant	
experience,	 in	terms	of	the	overall	analysis	of	their	experience,	 is	that	of	primary	
interest	from	their	analysis.	Then,	when	this	occurs,	understanding	the	emotional	







Thompson	 (2007),	 observed	 that	 significant	 culture	 related	 to	 an	 event	 is	 a	
relevant	 motivation	 to	 visit	 or	 to	 encourage	 participation.	 For	 that	 reason,	 the	
evaluation	of	the	cultural	impacts	of	a	music	festival	can	be	helpful	in	knowing	the	
cultural	 importance	of	 the	 festival,	 as	well	 as	 for	understanding	 the	 real	 cultural	
claim	of	the	event	
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In	 summary,	 CIP	 contains	 a	 specific	 structure	 and	 a	 particular	 analysis	 of	 the	 cultural	
impacts	of	the	events.	Additionally,	the	model	needs	to	be	narrowed	and	adapted	in	order	
to	 be	 applicable	 for	 specific	 events.	 Consequently,	 the	 application	 of	 the	 CIP	 should	 be	
narrowed	 for	 every	 case	 and	 it	would	 be	 recommended	 a	 previous	 analysis	 in	 order	 to	
understand	which	impact	or	impacts	are	of	most	interest	to	each	event.		
The	 study	 of	 the	 impact	 of	 the	 construction	 of	 the	 cultural	 identity	 of	 the	 classification	
proposed	 in	 the	 CIP4	remains	 to	 be	 implemented.	 This	 analysis	 should	 include	 the	
evaluation	 of	 the	 experience	 in	 cultural	 events	 because	 there	 is	 an	 implied	 artistic	
expression	which	might	generate	emotions	strongly	related	to	the	cultural	identity	of	the	
attendants.	This	 is	 relevant	because	of	 the	 interest	 of	 the	 festival	 organizers	 in	 order	 to	
design/construct	a	"culturally	interesting"	event.		
The	 following	section	centres	 the	analysis	of	 the	organizers	 intentionality	and	how	their	
different	 objectives	 should	 be	 evaluated	 in	 order	 to	 understand	 their	 impact	 on	 the	
audience	 of	 the	 event.	 Some	 proposals	 from	 the	 literature	 have	 been	 summarized	 and	
served	as	the	basis	of	the	new	proposal	of	the	present	dissertation.	
1.4 Analysis	of	intentionality	of	the	different	stakeholders	
As	 has	 been	 discussed	 previously,	 the	 cultural	 events	 are	 an	 occasion	 to	 generate	 an	
unique	 experience	 linked	 with	 specific	 cultural	 impacts.	 These	 events	 are	 principally	
organized	within	public	policies	or	with	the	allowance	of	the	public	administrations.	Then,	
there	is	a	directive	and	a	set	of	specific	objectives	to	determine	the	organization	of	these	
cultural	 events.	 Consequently,	 each	 cultural	 event	 may	 imply	 different	 functions	 with	
different	objectives	from	the	stakeholders.	This	intentionality	attached	to	the	organization	
of	the	event	may	prosecute	different	impacts	in	order	to	reach	their	established	objectives.	
Then,	 the	 impacts	 which	 were	 presented	 previously	 may	 be	 within	 an	 umbrella	 of	
prosecuted	objectives	by	the	different	stakeholders.	
																																								 																					
4	However,	 it	 should	 be	 revised	 for	 the	 suitability	 of	 the	 concept	 "construction	 of	 the	 cultural	
identity"	for	the	analysis	that	is	suggested	in	the	CIP.	This	means	a	conceptual	revision	of	"cultural	







The	 first	 step	 in	order	 to	 identify	 the	 intentionality	of	 the	stakeholders	 is	 to	 identify	 the	
different	 stakeholders	 implied	 in	 the	 organization	 of	 a	 festival.	 Several	 studies	 (Carroll	
1987;	Clarkson,	1995;	Allen,	O'Toole	and	McDonnell,	1999;	Strong,	River	and	Taylor,	2001;	





classification	thanks	to	existing	models	 in	 the	 literature.	 It	contrasted	 	with	an	empirical	
study	to	different	stakeholders	of	music	festivals	in	the	US.	Their	classification	is	based	on	






















Source:	 adaptation	 from	 Van	 Nierkerk	 and	 Getz	 (2016)	 which	 is	 based	 and	 interpreted	 from	models	 from	
Andersson	&	Getz	 (2008),	Bowdin	 	et	al..	 (2006);	Getz	 (2007),	Karlsen	&	Nordstrom	(2009),	Larson	(2002),	




context	of	 the	present	dissertation	 the	 focus	 is	on	 the	 cultural	 impacts	on	 the	attendees	
due	 to	 specific	 events,	 as	 said,	music	 festivals.	 So,	 the	 "customers"	will	 be	 an	 important	







better	explained	in	Chapter	3,	music	festivals	 increased	significantly	 in	the	 last	ten	years	
due	 to	 a	 drastic	 drop	 down	 of	 the	 income	 of	 the	music	 industry,	mainly	 because	 of	 the	
sharp	 fall	 of	 recorded	 music.	 In	 addition,	 the	 so-called	 "festivalization"	 of	 the	 cities	
(Richards,	 2007;	 Delanty,	 Giorgi	 and	 Sassatelli,	 2011)	 which	 produce	 a	 massive	
organization	of	all	types	of	festival	in	the	well-developed	cities	produce,	thanks	to	specific	
public	 strategies,	 massive	 tourism	 in	 the	 cities	 (examples	 of	 these	 massive	 tourism	
destinations:	 Barcelona,	Roig	 and	Clavé,	 2015;	 San	 Sebastian:	Walton,	 2013)	 and	 search	
for	 unique	 experiences	 that	 induce	 the	 attendant	 to	 return	 (Ralston,	 Compton	 and	Ellis,	
2007).	But,	what	 is	more	 relevant,	 these	 strategies	may	also	produce	 intangible	 impacts	
desired	 and	 undesired.	 Participants	 of	 these	 cultural	 events	 have	 	 an	 impact	 on	 other		
relevant	elements	like:	their	bonds	as	a	community,	their	cultural	values,	their	emotional	
states,	and	their	traditions.	
In	 addition,	 the	 festival	 stakeholders	 involved	 in	 event	 organization	 may	 need	 to	
understand	 what	 impacts	 are	 being	 caused	 by	 the	 event.	 Not	 only	 those	 material	 and	
tangible	 impacts	 but	 also	 to	 understand	 the	 intangible	 impacts	 which	 may	 have	 an	
influence	on	the	cultural	principles	of	the	attendants	or	the	social	impact	that	may	imply	
the	organization	of	these	events.	Moreover,	its	recognition	may	aid	to	the	understanding	of	
the	 long	 term	effect	of	 the	repetition	of	 the	same	event.	This	 feedback	 from	the	study	of	





Fina,	 2008)	 or	 the	 adequacy	 of	 different	 event	 organizations.	 However,	 the	 aim	 of	 the	
present	 dissertation	 is	 to	 focus	 on	 the	 evaluation	 of	 the	 intentionality	 of	 the	 cultural	
impacts	not	only	because	of	its	importance	to	build	a	certain	identity	but	also	because	of	
the	 need	 to	 cover	 the	 other	 sides	 of	 the	 impact	 of	 an	 event	 in	 a	 community.	 As	 said	











The	 evaluation	 of	 the	 objectives	 can	 be	 analysed	 from	 the	 understanding	 of	 its	 causes	
which	 generated	 certain	 effects	 (cfr.	 Deming,	 2000)	 in	 the	 perspective	 of	 the	 quality	
assessment.	 The	 process	 of	 evaluation	 is	 a	 process	 of	 knowing	 which	 are	 the	 causes	
generating	certain	impacts.	Although,	in	the	context	of	a	cultural	event	there	exist	multiple	
causes	which	may	affect	the	cultural	impact	explained	above.	The	models	of	evaluation	of	
the	 cultural	 impact	 should	 evaluate	 multiple	 origins	 for	 it	 which	 means	 a	 quasi-
incommensurable	analysis.	Certainly,	one	of	the	important	origins	of	the	cultural	impacts	
are	the	intentions	of	those	who	are	responsible	for	their	organization.	
Generally,	 sociology	 is	 accustomed	 to	 the	 idea	 of	 reducing	 the	 scope	 of	 the	 analysis	 in	
order	 to	 have	 a	 commensurable	 scope.	 Traditional	 science	 reduces	 the	 scope	 of	 the	
experiments	in	order	to	partially	conclude	some	hypotheses.	Thus,	it	should	be	reasonable	
to	 reduce	 the	 scope	 of	 the	multiple	 stakeholders	 as	 a	 way	 to	 comprehend	 the	 possible	
impacts	 of	 the	objectives	originated	 in	 the	 attendees	during	 the	 festival	 experience.	Our	
interest	on	the	evaluation	of	the	event	organizers	intentionality	is	not	on	the	effectiveness	
of	 the	 tangible	 but	 instead	 related	 to	 the	 intangible	 impacts	 produced	 on	 the	 attendees	
that	may	be	due	to	the	pursuit		of	specific	objectives	by	the	organizers.		The	question,	then,	
is	 how	 to	 resolve	 this	 and	 decide	 if	 there	 exist	 any	 objectives	 concerning	 the	 cultural	
impacts.	Consequently,	an	effective	evaluation	should	include	an	analysis	of	both	sides.	In	




After	 the	process	of	 analysing	 the	 scope	of	 event	 studies	on	 the	evaluation	of	 intangible	
impacts	 and	 the	 perspective	 of	 stakeholders	 it	 is	 considered	 to	 remark	 some	 important	
elements:		
● Cultural	 events	 constitute	 a	 phenomenon	which	 is	 a	matter	 of	 interest	 from	 the	
amalgam	of	sciences	constituting	the	event	studies.	
● Cultural	 events	 may	 produce	 personal	 cultural	 impacts	 due	 to	 the	 pursued	
objectives	of	the	event	organizers	and	construct	an	specific	set	of	values,	cultural	
interests,	 or	 particular	 political	 characteristics	which	 are	 of	 great	 interest	 in	 the	
conformation	of	the	intangible	values	of	cities	and	moreover,	of	their	countries.	
● The	 study	 on	 the	 recognition	 of	 these	 intangible	 impacts	 developed	 specific	
conceptual	models	 in	 	 recent	 academic	 literature	 and	 can	 	 be	 evaluated	 through	
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them.	Cultural	 Impact	Perception	(CIP)	constitutes	an	 innovative	 tool	 to	evaluate	
and	sort	the	cultural	impacts	of	cultural	events.	
● Music	festivals	are	a	specification	of	the	cultural	events	which	are	responsible	for	
important	 cultural	 shifts	 in	 history	 and	 with	 great	 relevance	 in	 the	 last	 four	
decades.	 The	 last	 decade	 these	 events	 have	 flourished	 and	 requires	 specific	
evaluation	to	understand	which	impact	might	be	left	behind	on	the	attendees.	The	
Cultural	Impact	Perception	(CIP)	can		be	a	tool	to	use	in	order	to	comprehend	this	




of	 the	 cultural	 identity	 for	 the	 attendant.	 Furthermore,	 this	 validation	 should	
include	a	revision	of	the	concept	"construction	of	the	cultural	identity"	in	order	to	
understand	its	suitability	for	the	sociological	perspective.	
● Respected	 authors	 claim	 for	 the	 relevance	 of	 emotions	 on	 the	 experience	 of	
cultural	 events	 and	 this	 importance	 should	 be	 included	 in	 the	 evaluation	 of	 the	
intangible	value	of	the	experience	since	perceptions	are	influenced	by	emotions.	
● As	 recommended	 and	 contrasted	 with	 previous	 literature,	 the	 analysis	 of	 the	
stakeholders	 should	 study	 internal	 and	 external	 stakeholders.	 Consequently,	 the	
evaluation	of	the	intentionality	in	contrast	with	the	perception,	intertwined	of	the	
analysis	of	emotions	of	 the	attendant	would	be	an	attempt,	 in	 the	music	 festivals	
context,	of	integrating	this	recommendation.		
After	 these	 considerations,	 the	 present	 dissertation	 set	 the	 conceptual	 basis	 on	 the	
evaluation	of	cultural	impact	through	the	perceptions	of	two	main	different	stakeholders	
defined	 as	 both	 the	 attendant	 and	 the	 organizer.	 As	 presented,	 the	 Cultural	 Impact	
Perception	 has	 the	 potential	 to	 evaluate	 the	 cultural	 impact	 with	 the	 perceptions	 and	
brings	the	tool	to	undertake	these	kinds	of	analyses.	
However,	 it	 should	 be	 mentioned	 that	 there	 are	 two	 main	 gaps	 which	 need	 to	 be	
discussed.	The	 first	requires	an	analysis	of	 the	emotions	as	an	element	which	affects	 the	








Finally,	 the	 context	 of	 music	 festivals	 requires	 an	 analysis	 of	 the	 cultural	 impact	 since	
there	is	an	interest	in	promoting	this	kind	of	event	and	exists	an	opportunity	for	massive	
participation	From	the	perspective	of	the	attendants,	music	festivals	expose	a	universal	art	







Individuals	 may	 experience	 music	 through	 multiple	 ways	 during	 their	 lifetime.	 These	
different	 experiences	 helped	 to	 form	 their	music	 preferences	 or	 their	 cultural	 affinities.	
Music	may	helped	to	express	feelings	or	to	understand	them.	In	fact,	music	has	the	power	
to	inspire	and	may	develop	different	internal	processes	of	an	individual's	identity	related	
to	 personal	 understanding,	 cultural	 identity	 or	 emotional	 arousal.	 Therefore,	
understanding	 which	 elements	 constitute	 these	 experiences	 may	 shed	 light	 on	 how	
individuals	place	value	to	them.	To	understand	these	elements,	it	is	argued	in	section	2.1,	
how	cultural	identity	and	music	are	related.	
In	 addition,	 the	 music	 industry	 changed	 drastically	 in	 the	 last	 two	 decades.	 This	 shift	
signified	the	overcoming	of	a	business	model	centred	on	the	physical	recording	sales	to	a	
model	based	on	 the	 live	performances	and	 the	digital	products.	This	 change	provoked	a	
massive	 supply	 of	 live	 music	 events	 through	 band	 tours,	 performances,	 and	 	 music	
festivals.	In	the	last	decade,	the	music	festival	became	one	of	the	most	important	business	
formulas	due	to	its	capability	to	provide	a	good	return	on	investment	for	organizers.	The	
demand	 responded	 to	 the	 supply	 positively	 and	 therefore,	 millions	 of	 attendees	
participated	 in	multiple	massive	music	 festivals	 around	western	 cities.	 As	 introduced	 in	




this	 shift	 of	 the	 industry	 in	 the	 conformation	 of	 individuals	 cultural	 identity.	 In	 this	
perspective,	 in	section	2.2	and	section	2.3	 they	show	the	analysis	of	 the	evolution	of	 the	
music	industry	in	the	last	decades,	the	evolution	of	music	festivals	and	how	to	understand	
value	 in	 this	 context.	 This	 analysis	may	help	 on	 the	 comprehension	 of	 the	 business,	 the	
symbolic	value	of	music	festivals	and	the	different	elements	valuable	for	its	study.		
2.1 Music	and	cultural	identity		
Defining	what	 is	music	 becomes	 a	 complex	 question.	 Similarly	 to	 other	 art	 expressions	
music	is	an	elusive	art	to	define.	Sometimes	combines	poems	with	complex	structures	of	
notes	but	it	can	also	include	theatrical	plays,	opera	performances	with	silence	and	strong	




Music	 has	 the	 power	 to	 call	 for	 some	 widespread	 and	 appealing	 elements	 for	 multiple	
individual's	 cultural	 backgrounds	 as	 Nett	 (2000)	 analysed	 through	 an	 ethnographic	
analysis.	 However,	 this	 widespread	 or	 universality	 of	 music	 has	 been	 discussed	 along	
diverse	literature.	For	List	(1971),	music	is	shaped	by	culture,	whereas,	Mehr		et	al.	(2019)	
demonstrated	the	power	of	the	universality	of	the	different	structures	of	the	songs	across	
315	 different	 cultures	 finding	 that	 they	 use	 similar	 forms	 for	 specific	 functionalities	 of	
music.	 The	 functions	 of	 music	 are	 recognized	 across	 the	 different	 groups	 that	 they	
analysed.	 Therefore,	 the	 different	 music	 songs	 and	 styles	 express	 or	 help	 in	 the	
communication	 of	 different	 elements	 of	 the	 individuals	 in	 cultures	 around	 the	 world.	
Beneath	this	deeper	and	nuanced	discussion	is	a	link	to	what	is	shared	through	music	in	
different	 identitarian	 elements	 such	 as	 religiosity,	 personality	 or	 belonging	 to	 a	













or	 multiple	 variables.	 Then	 emotions	 might	 be	 understood	 as	 reflections/signs	 of	 the	





In	 this	perspective,	 the	attendees	or	 listeners'	 emotions	 in	 the	 context	of	music	are	as	a	
result	 of	 the	 artistic	 expression	 but	 moreover	 as	 an	 expression	 of	 the	 self.	 This	 might	






the	most	 important	reasons	why	people	 like	their	music	 is	 its	capability	 to	express	their	
identity	and	their	values	which	therefore	might	be	interpreted	that	identity	can	include	a	
set	 of	 pre-existent	 values	 that	might	 be	modified,	 processed,	 or	 confirmed	by	 the	music	
experience.	 Thus,	 the	 relation	between	music	 and	 identity	 represents	 an	 opportunity	 to	





of	 collective	memory	 (Bennett,	 2000)	or	 an	expressive	distinction	of	 race	 (Marshall	 and	
Naumann,	 2018).	 Music	 may	 initiate	 a	 process	 linked	 to	 identity,	 or	 as	 said	 above	 a	
identification	related	to	music	or	the	different	cultural	expressions	related	to	that	music.	




the	 discipline	 or	 the	 aesthetic	 value	 by	 itself	 helps	 to	 determine	 for	 the	 individual	
elements	 of	 the	 cultural	 identity	 through	 the	 emotions	 and	 ideas	 which	 music	
communicates.	
From	 another	 perspective,	 music	 can	 be	 considered	 as	 one	 good	 consumed	 in	 the	
everyday	 life	 of	 the	 listener	 for	 different	 functions.	 DeNora	 (2000)	 through	 diverse	
ethnographic	 studies	 developed	 the	 theory	 that	 music	 has	 an	 active	 role	 on	 the	
development	 of	 personal	 and	 social	 life.	 Similarly,	 North,	 Hargreaves	 and	 Hargreaves	
(2004)	 analysed	 that	 everyday	 life	 use	 of	 music	 constitutes	 a	 way	 of	 regulation	 of	 the	
personal	mood	and	used	as	a	 resource	 to	achieve	other	goals.	Later	studies	 (Lonsdale	&	
North,	2011;	Rentfrow,	2012)	confirmed	the	use	of	music	as	emotion	regulation,	identity	
development	 and	 social	 bonding.	 These	 different	 uses	 of	 music,	 according	 to	 DeNora	
(2000),	 engages	 the	 listeners	 in	 a	 reflexive	 process	 of	 construction	 of	 their	 identities.	
																																								 																					
7	It	 is	understood	as	 identification,	 following	 the	definitions	of	Brubaker	and	Cooper	 (2000),	 as	a	
process	or	processes	which	involve	each	individual	in	the	categorical	and	the	relational	elements	of	
the	personal	 identity.	The	 categorical	mode	 refers	 to	 the	different	 existing	 shared	 categories	 like	
race,	 gender,	 ethnicity,	 generation	 (X,	millennial...),	 urban	 tribe,	 etc	 in	 which	 the	 individual	may	
identify.	Whereas	the	relational	model	refers	to	which	position	the	individual	is	placed	in	the	social	
webb.	 Finally,	 these	 processes	 imply	 psychodynamic	 meanings.	 As	 they	 resumed:	 "	 the	
psychodynamic	meaning	involves	identifying	oneself	emotionally	with	another	person,	category,	or	


















As	 mentioned	 earlier,	 the	 relation	 between	 the	 processes	 of	 cultural	 identification	 of	
individuals	with	music	can	be	established	through	specific	elements.	One	of	which	might	
be	 the	music	 preferences	 and	 some	 elements	 of	 the	 cultural	 identity	 of	 the	 individuals.	
This	 section	 explores	how	different	processes	 related	 to	 cultural	 identification	might	 be	
linked	to	the	music	preferences	of	each	individual.	
Individuals	prefer	specific	music	styles	for	diverse	aims	attached	to	them	but	nevertheless	
because	 it	 is	 a	 rewarding	 activity,	 as	 explained	 in	 Blood	 and	 Zatorre	 (2001),	 in	 some	




understand	 their	 self-understanding,	 their	 cultural	 preferences	or	 cultural	 influences,	 or	
moreover,	their	motivations	to	listen	to	this	music.	
The	 definition	 of	 what	 is	 music	 preference	 had	 different	 conceptual	 approaches	 and	
perspectives	 in	 the	 recent	 literature.	 Price	 (1986)	 defined	 preference	 as	 choosing	 one	
thing	over	another.	Traditionally,	preference	is	distinguished	from	'musical	taste'.	The	first	
is	referred	to	a	shorter-term	commitment	to	a	specific	style	and	the	latter	to	a	stable	value	
over	 time	 (Abeles	 and	 Chung,	 1966;	 Hargreaves	 et	 al.	 2006).	 However,	 as	 argued	 in	
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Hargreaves	 et	 al.	 (2006)	 the	 shorter-term	 experiences	 (or	 preferences)	 may	 inform	
longer-term	tastes	within	a	virtuous	cycle.	Further	distinction	in	music	preferences	might	
be	 established	 between	 music	 styles	 or	 different	 music	 pieces	 in	 the	 perspective	 of	
experimental	aesthetics	(North	and	Hargreaves,	2000a).		
The	consideration	of	the	music	preferences	as	a	key	element	of	the	musical	experience	is	
based	on	 the	different	 factors	 from	within	 the	 individual.	 Schäfer	 and	 Sedlmeier	 (2010)	
undisclosed	 empirically	 some	 of	 these	 factors,	 which	 determined	 the	 strength	 of	 the	




experiences''	 (Sloboda,	 1991),	 or	 "strong	 experiences	 with	 music"	 (Gabrielsson,	 2002).	
Therefore,	 as	 they	 concluded,	 music	 is	 consciously	 used	 for	 specific	 aims,	 and	
demonstrated	 in	 later	 studies	 (Juslin	 and	 Laukka,	 2004;	 North	 	 et	 al.	2004;	 North	 and	
Hargreaves,	 2007;	 Sloboda	 	 et	 al..	2001),	 it	 is	 preferred	 for	 specific	 functions.	 However,	
these	 functions	 are	 not	 the	 unique	 factors	 strengthening	 the	 preferences,	 it	 may	 be	
intensified	by	different	cultural	backgrounds	from	childhood	(Tekman	&	Hortacsu,	2002a,	
2002b)	and	may	include		cultural	traditions	that	may	construct	these	preferences.	
The	 cultural	 elements	 attached	 to	 the	 music	 preferences	 might	 be	 also	 considered	 as	
functions	 of	music.	During	 the	 adolescence	music	 preferences	 help	 the	 individual	 in	 the	
formation	 of	 his/her	 identity	 through	 processes	 of	 in-group	 behaviour	 and	 impression	
management	 (Finnäs,	 1989;	 Tarrant	 	 et	 al.	2004;	 Lamont	 and	Greasley,	 2011).	 Also,	 the	
preferred	music	might	be	considered	as	the	trigger	to	bring	people	together	(Bakagiannis	
and	 Tarrant,	 2006).	 Moreover,	 this	 effect	 of	 music	 in	 the	 cultural	 identity	 may	 be	
demonstrated	 in	 the	 use	 of	 anthems	 as	 symbols	 of	 nationality	 or	 cultural	 identity	
(Folkestad,	 2002).	 Furthermore,	 the	 preferred	 music	 plays	 an	 important	 role	 in	 the	
process	of	 adaptation	and	adjustment	of	 strangers	 in	multicultural	 contexts	 (Ilari,	2006;	
O'Hagin	and	Harnish,	2006;	Lamont	 and	Greasley,	2006).	Therefore,	 the	definition	of	 an	
individual's	cultural	identity	might	be	interpreted	as	a	function	strengthening	a	preferred	
music	 style.	 Conversely,	 the	 music	 preference	 might	 help	 with	 the	 construction	 of	 the	
individual's	 cultural	 identity	 due	 to	 unknown	 experiences	 or	 unconscious	 process	 of	
identification.	 As	 mentioned	 before,	 music	 may	 be	 preferred	 thanks	 to	 an	 emotional	
arousal	 of	 a	 specific	moment	 in	 time.	Moreover,	 due	 to	 a	 recommendation	of	 a	 friend,	 a	
participation	 in	 a	 musical	 event	 or	 the	 multiple	 experiences	 in	 a	 music	 festival.	 As	 a	




These	 different	 functions	 may	 justify	 or	 help	 to	 understand	 the	 preference	 for	 specific	
music	 styles.	 But	 nevertheless,	 these	 preferred	 music	 styles	 can	 be	 identified	 through	
different	lists,	which	can	be	related	to	different	features	of	an	individual's	identity.	From	a	
psychological	 perspective,	 the	 personality	 traits	 of	 the	 individual	 per	 the	 research	 of		
Rentfrow	 and	 Gosling	 (2003)	 suggest	 that	 specific	 music	 styles	 express	 specific	
personality	 expressions,	 which	 uppermost	 is	 an	 element	 of	 the	 individual	 self-identity.	
They	 identified	 4	 main	 music	 domains	 as:	 Reflective	 &	 Complex,	 Intense	 &	 Rebellious,	
Upbeat	&	Conventional,	and	Energetic	&	Rhythmic.	Each	domain	is	composed	by	different	
music	styles	which	might	be	recognized	by	 the	STOMP	 list8.	Preferences	 for	 these	music	
dimensions	were	related	to	a	wide	array	of	personality	dimensions	(Openness),	self-views	
(political	 orientation),	 and	 cognitive	 abilities	 (verbal	 IQ).	 This	 comprehension	 related	
music	 preference	 with	 personality	 but	 also	 was	 distinguished	 by	 levels	 of	 complexity,	
emotional	 valence,	 and	 energy	 level.	 Therefore,	 their	 analysis	 intertwined	 the	 affective	
consideration	on	the	response	of	music	with	the	music	preference.	
From	 another	 perspective,	 Schäfer	 and	 Sedleimer	 (2009)	 associated	 with	 consistent	
quantitative	analysis	the	six	dimensions	of	music	styles	relating	each	music	preference	to	
the	 function	 that	 it	may	 serve	 for	 the	 listener.	 These	 six	 dimensions	 are:	 	 Sophisticated,	
Electronic,	 Rock,	 Rap,	 Pop	 and	 Beat,	 folk/	 country9.	 Later	 on,	 Rentfrow,	 Goldberg	 and	
Levitin	 (2011)	 presented	 a	 five-factor	 structure	 reflecting	 the	 emotional	 responses	 to	
music	 and	 labelled	 	 these	 factors	 as:	 (M)	 a	Mellow	 factor,	 comprising	 soft	 and	 relaxing	
styles;	 (U)	 Unpretentious	 factor,	 comprising	 a	 variety	 of	 different	 styles	 of	 rooted	 and	
traditional	 music	 such	 as	 is	 often	 found	 in	 country	 and	 singer–songwriter	 genres;	 (S)	
Sophisticated	factor,	includes	classical,	operatic,	world,	and	jazz;	(I)	Intense	factor,	defined	




Classical,	 Jazz,	 Blues	 and	Folk;	Upbeat	 and	Conventional	 referred	 to:	 Country,	 Pop,	Religious	 and	
Sound	 tracks;	 Intense	and	Rebellious	 included:	Alternative,	Rock	and	Heavy	Metal;	Energetic	and	
Rhythmic	comprehended:	Rap,	hip-hop,	soul,	funk,	electronic	and	dance.	
9	Sophisticated	music	 included:	 Jazz,	 Blues,	 Swing,	 classical.	 Electronic	 included:	 Techno,	 Trance,	
House,	Dance.	Rock	included:	Metal,	Alternative,	Rock,	Gothic,	Ska.	Rap	included:	Hip	hop,	reggae,	
rap.	Pop	 included:	pop,	soul	R'nB,	Gospel.	Finally,	 the	 last	 included	Beat	music,	Folk,	Country	and	
Rock	'n'	roll.	
10	These	 different	 factors	 ended	 in	 the	 acronym	MUSIC.	 Mellow	 was	 correlated	 to	 the	 following	
music	genres:	Soft	rock	R&B/soul	Quiet	storm	Adult	contemporary;	Unpretentious	referred	to:	New	








therefore	 help	 to	 understand	 how	 music	 experience	 may	 start	 different	 processes	 of	
cultural	 identification	 for	 the	 individuals.	 As	 presented	 previously,	 acknowledging	 the	
music	 preferences	 may	 introduce	 the	 psychological	 perspective	 which	 might	 relate	 the	
personality	 of	 the	 listener,	 or	 even,	 the	 affective	 response	 of	 individuals	 to	 the	 specific	
music	 style.	 Even	more,	 this	 approach	 can	 be	 expanded	 in	 the	 experience	 of	 live	music	
events	in	which	more	factors	enrich	this	emotional	response	and	more	cultural	elements	
become	part	of	the	play.	In	this	dissertation,	it	is	understood	music	preference	referred	to	
music	which	 people	 like	 the	most,	 in	 a	 broader	 sense	 and	 referred	 to	 different	 general	
styles	of	music.	
2.1.2 Live	music	and	cultural	identification	
It	 becomes	 clear	 that	 music	 relates	 with	 different	 elements	 of	 the	 cultural	 identity	 of	
individuals	 with	 the	 implication	 of	 emotions.	 Although,	 some	 of	 the	 authors	 presented	
above	cited	music	as	a	phenomenon	studied	from	the	perspective	of	the	listener	but	not	as	




Live	music	constitutes	 the	very	beginnings	of	music,	 for	 instance,	 the	way	 to	 imitate	 the	
sound	 of	 nature	 in	 the	 prehistoric	 cultures	 (Comellas,	 2006),	 or	 to	 communicate	 as	 the	
minstrels	 did	 comically	 the	 news	 for	 the	 king	 (Burney,	 1776).	 However,	 nowadays	
performances	 placed	 in	 the	 Western	 societies	 are	 part	 of	 a	 globalised	 industry	 and	
massive	 participation.	 Nevertheless,	 the	 essence	 of	 a	 live	 music	 performance	 stays	
unalterable;	it	is	an	activity	to	communicate	specific	messages	and	meanings	in	an	artistic	
and	unique	way.	
The	 context	 of	 a	 live	 music	 performance	 communicates	 values	 as	 Hoeven	 and	 Hitters	
(2019)	suggest,	they	attributed	to	live	music	three	levels	of	value:	the	economic,	the	social,	






and	 DeNora	 (2015)	 indicated	 the	 development	 of	 empathy	 and	 cultural	 understanding	
thanks	to	the	live	performance.	Moreover,	music,	in	its	live	performance,	has	the	power	to	
unite	individuals	in	a	sense	of	common	togetherness.	Frith	(2007)	claimed	for	the	weight	
of	 live	 music	 as	 an	 essential	 element	 to	 break	 the	 egocentric	 tendencies	 of	 the	





the	 multiple	 identities	 solution	 in	 a	 globalized	 culture	 as	 a	 contraposition	 of	 the	 static	
comprehension	of	 identities	and	the	consequent	clash	provoked	by	these.	Nowadays,	the	
political	 situation	 of	 different	 places	 demonstrates	 that	 this	 clash	 is	 still	 alive	 with	
renewed	old	extreme	nationalisms	(Hormigos	and	Oda,	2014).	However,	the	existence	of	









processes	of	cultural	 identification	of	 individuals.	 It	has	been	shown	how	music	helps	 to	
illuminate	deep	emotions,	how	music	represents,	expresses	and	has	an	impact	on	different	
elements	 of	 cultural	 identity.	 However,	 the	 analysis	 of	 how	 live	music	 events	 generates	
emotions	 and	 therefore,	may	be	 responsible	 to	 start,	 reinforce	or	orientate	processes	of	
cultural	identification	of	individuals	is	yet	to	be	done.		
Moreover,	 this	 strong	relation	between	music	and	 the	different	processes	 implied	 in	 the	
cultural	 identification	 of	 individuals	 can	 be	 related	 to	 the	 analysis	 of	 intangible	 impacts	
proposed	 by	 the	 Event	 Studies	 literature.	 As	 introduced	 in	 chapter	 1,	 section	 1.3,	 the	








Lastly,	 music	 as	 a	 human	 artistic	 expression	 needs	 specific	 events	 to	 expose	 its	 value.	
There	 are	 multiple	 and	 various	 ways	 of	 exposing	 music:	 live	 concerts,	 music	 festivals,	







industry.	 This	 clear	 definition	 will	 help	 in	 the	 understanding	 of	 the	 actual	 context	 and	
evolution	of	the	different	actors	contributing	to	this	industry.		
The	music	industry	concept	is	here	understood	under	the	theory	of	Adorno	(1991,	p.	98)	
in	his	definition	of	 culture	 industry:	 "In	all	 its	branches,	products	which	are	 tailored	 for	
consumption	 by	 masses,	 and	 which	 to	 a	 great	 extent	 determine	 the	 nature	 of	 that	
consumption,	are	manufactured	more	or	less	according	to	a	plan."	This	industry	is	possible	
thanks	 to	 a	 "contemporary	 technical	 capabilities	 as	 well	 as	 by	 economic	 and	
administrative	 concentration"	 (Adorno,	 1991,	 p.	 98).	 His	 analysis	 can	 be	 considered	
current	 in	 the	nowadays	music	 industry,	although,	within	 it	are	 included	multiple	actors	
which	as	well	might	be	understood	as	branches	with	industrial	principles.	These	different	
branches	have	evolved	in	the	 last	 two	decades.	Next	section	will	 focus	on	the	analysis	of	
these	 branches	 and	 on	 the	 description	 of	 one	 particular	 event,	 the	music	 festivals	 as	 a	
specific	form	of	cultural	event	but	also	as	a	specific	product	of	the	music	industry.	Finally,	
in	the	last	section,	it	is	shown	the	relevance	to	analyse	the	effect	on	the	individuals	of	these	
massive	 industries,	 which	 may	 be	 the	 origin	 of	 impacts	 in	 the	 cultural	 identity	 of	 the	
attendees	of	music	festivals.	
2.2.1 Evolution	of	the	music	industry	






due	 to	 many	 factors.	 The	 different	 technological	 changes	 on	 the	 publishing,	 the	 new	
contracting	deals,	the	massive	programming	of	live	performances	caused	changes	on	how	
music	 is	 consumed.	 In	 fact,	 during	 the	 last	 decade	 the	 streaming	 services	 emerged	
drastically	which	 contributed	 to	 a	 shift	 of	 the	model	 not	 only	 on	 the	way	 of	 hearing	 to	
music	but	also	as	an	opportunity	for	live	music	of	economic	burst.	
The	 music	 industry	 should	 be	 understood	 as	 a	 junction	 of	 multiple	 industries	 (as	
recommended	by	Williamson	and	Cloonan,	2007)	and	responsible	for	the	production	and	
consumption	 of	 music	 as	 a	 product.	 These	 different	 industries,	 as	 Wikström	 (2010)	
summarizes,	might	be	understood	as	three	integrated	elements:	recording,	publishing	and	
live	 performance	 (based	 on	 Burned	 1996;	 Leyshon,	 2001;	 Hesmondhalgh,	 2002).	
Although,	 Leyshon	 (2001)	 described	 the	music	 industry	 or	 what	 he	 claimed,	 the	music	
economy	 with	 four	 different	 layers:	 creativity,	 reproduction,	 distribution	 and	
consumption.	These	layers	are	interconnected	and	overlapped	through	which	the	cultural,	
economical	 and	 social	 material	 flows	 between	 these	 layers.	 Figure	 1	 describes	 this	
possible	explanation	of	the	different	 industries,	which	may	represent	the	global	 industry	







Traditionally,	 the	 popular	 music	 industry	 was	 ruled	 by	 an	 oligopoly	 of	 recording	
companies,	which	were	distributors	as	well	 (the	big	 five:	EMI,	Universal,	Sony,	BMG	and	
Warner).	 Following	 Wikström	 (2010),	 this	 umbrella	 evolved	 and	 after	 a	 different	 and	
complex	 process	 was	 reduced	 to	 three	 main	 actors	 in	 the	 publishing	 industry:	Warner	
(which	includes	EMI),	Vivendi	Universal	and	Sony	(which	includes	BMG)	as	presented	in	





















Guichardaz,	 Bach	 and	 Penin,	 2019).	 These	 new	 contracts	 or	 "multi-labelled"	 deals	
benefited	 the	 major	 record	 labels	 in	 different	 ways	 because	 they	 received	 a	 share	 of	
income	 from	 the	 touring,	 the	 licensing,	 publishing	 and	 	 merchandising.	 However,	 the	
relevant	 shift	 was	 to	 place	 the	 live	 performance	 on	 the	 centre	 of	 the	 business11	(Holt,	
2010;	Marshall,	2012).	This	prevalence	of	 the	 live	performance	with	the	oligopoly	of	 the	




Moreover,	 the	 content	 of	 the	 programming	 of	 these	 major	 labels	 of	 the	 popular	 music	
industry	 is	 dominated	 by	 well-known	 or	 "mainstream"	 music.	 The	 prevalence	 of	 the	
profitability	of	the	industry	requires	the	programming	of	"safe	products"	like	Rihanna,	U2,	
Rolling	 Stones	 or	 a	 set	 of	 well-known	 artists	 to	 fill	 the	 highlights	 of	 a	 festival	 or	 long	
touring	concerts.	Furthermore,	this	effect	of	popular	music	happened	similarly	in	classical	
music	as	well.	The		concert	halls	and	the	opera	houses	were	constantly	programming	well-
known	 artists	 and	 recognized	works	 of	music	 in	 order	 to	 survive	 economically	 (Marín,	
2018).	 This	 situation	 prevailed	 the	 surveillance	 of	 the	 institution	 above	 the	 artistic	
development	 or	 the	 cultural	 growing	 of	 the	 society	 nearby,	 consequently	 favours	 a	
conservative	 programming	 instead	 of	 a	 progressive	 adding	 of	 less	 known	 composers	 or	
interpreters	and	denies,	apparently,	a	potential	cultural	development.	
Generally,	this	evolution	in	this	sector	due	to	digitalization	should	not	be	considered	as	an	
isolated	 phenomenon	 for	 this	 industry.	 As	 it	 might	 be	 deduced,	 the	 other	 cultural	
industries	 like	 the	 performing	 arts	 (theatre,	 dance,	 circus,	 musical),	 the	 cinema,	 the	
																																								 																					







museums	 or	 the	 book	 publishers	 suffered	 a	 shift	 on	 the	 way	 to	 promote,	 to	 reach	 the	
audience	and	in	general,	to	survive	as	a	business12.	
Lastly,	 this	 context	 on	 the	 music	 industry	 changed	 drastically	 with	 the	 COVID-19	
pandemic.	 March	 2020	 began	 the	 extreme	 lockdown	 of	 public	 spaces,	 theatres,	
auditoriums	 and	 all	 possible	 performing	 venues	 for	 the	music	 industry	which	provoked	
the	 massive	 cancellation	 or	 rescheduling	 of	 music	 tours,	 opera	 seasons,	 concerts	 and	
music	 festivals.	 This	 unimaginable	 scenario	 may	 represent	 a	 new	 shift	 of	 the	 music	
industry	employing	multiple	changes	not	only	for	the	new	rules	ensuring	healthy	venues	
but	also	because	of	the	social	fear	to	participate	in	common	venues	with	others	(Lin,	2020)	
or,	 for	 example,	 new	ways	 to	 perform	 the	 live	 events13.	 As	 Davies	 (2020)	 hypothesised	
there	 are	 multiple	 futures	 for	 the	 music	 industry	 in	 this	 pandemic,	 but	 the	 mainly	 the	
outcomes	depend	on	the	answers	provided	by	the	society	which	could	be	from	a	mutual	
aid	society	in	which	solidarity	may	overcome	this	crisis	to	a	total	dystopian	world	gained	







live	performance.	 Consequently,	 the	 live	music	 events	has	 grown	as	data	may	 show:	 for	
example,	in	EEUU,	live	music	industry	was	expected	to	grow	at	5,23%	as	the	international	
consultancy	 Price-Waterhouse/Coopers	 has	 forecasted	 (Pwc,	 2019)	 which	 mainly	
evaluates	 two	 main	 elements:	 concerts	 of	 touring	 artists	 and	 music	 festivals.	 In	 Spain,	







13	For	 example,	 the	 artist	 Marshmello	 introduced	 3D	 performances;	 the	 Tomorrowland	 music	
festival	performed	different	concerts	during	the	lockdown	via	zoom;	the	popular	singer	Lady	Gaga	
promoted	the	"One	world	together	at	home"	music	festival	with	popular	artists	performing	online.	




the	music	 industry	 thanks	 to	 its	 business	model	 and	 cultural	 appeal.	 From	 the	business	
perspective,	 these	 kind	 of	 events	 allow	 two	 main	 economic	 functions:	 distribution	 and	
retailing	 (Orosa	 and	Wijnberg,	 2006).	 They	 act	 as	 a	 showcase	 for	 the	 artist	 helping	 to	
reach	specific	audiences;	in	the	other	hand,	the	selling	of	tickets	and	their	merchandising.	
In	 addition,	 as	 Frey	 (1994)	 explains	 about	 the	 past	 expansion	 of	 classic	music	 festivals,	
this	formula	may	benefit	the	supply	and	the	demand	chain.	From	the	side	of	the	demand,	
the	 festival-goers	 have	 the	money	 and	 the	 time	 to	 spend	 it	 in	 such	 an	 event	 due	 to	 the	
general	economic	growth	of	western	societies.	From	the	side	of	the	supply,	the	promoter	
benefits	 from	 several	 elements	 including	 low	 costs	 of	 production.	 As	 Krueger	 (2019)	
argued	 in	 his	 book	 Rockonomics,	 the	 organization	 of	 the	 festival	 assumes	 or	 is	 able	 to	
distribute	the	costs	among	multiple	stakeholders	and	ease	the	process	for	the	artist	in	the	
production	of	 their	own	concert.	So,	 in	Krueger	perspective,	music	 festivals	are	a	way	to	
improve	 the	 productivity	 of	 performers,	 though	 this	 did	 not	 benefit	 necessarily	 the	
attendee	 because	 the	 ticket	 prices	 of	music	 festival	were	 constantly	 growing	 in	 the	 last	
years15.	Therefore,	music	festivals	can	also	be	considered	as	a	bargain	due	to	the	growth	in	
ticket	prices	along	with	the	reduction	of	costs.	Then,	 this	business	model	constitutes	 the	
perfect	 formula	 to	maintain	 the	 level	 of	 income	 for	 the	music	 industry	 not	 only	 for	 the	
promoter	but	also	for	the	artist.	
From	the	cultural	perspective,	 the	 form	of	 live	performance	of	music	 festivals	has	a	 long	
tradition	 along	 with	 different	 configurations.	 In	 fact,	 the	 organizers	 of	 recent	 music	
festivals	took	advantage	of	their	cultural	value	thanks	to	their	historic	background	adding	
symbolic	 value	 to	 their	 product.	 From	 this	 historic	 basis	 of	 music	 festivals	 it	 can	 be	
understood	 that	 profitability	was	 not	 included	 in	 the	 primary	 objectives,	 and	 along	 the	














responsible	 "to	 raise	 the	 cultural	 level	 of	 the	 population	 through	 the	
democratisation	 of	 culture"	 (Newbold	 	 et	 al..,	 2015).	 The	 paradigmatic	 example	
was	the	festival	of	Edinburgh	founded	in1947.	
• Second	 era:	 the	 age	 of	 symbolic	 resistance	 and	 cultural	 democracy.	Between	 the	
60s	 and	 the	 80s	 appeared	 the	 "popular	 music	 festival"	 starting	 in	 the	 USA	
(Monterey,	 1967;	Woodstock,	 1969),	 Britain	 (Isle	 of	 Wight	 Festival,	 1968-1970,	
Glastonbury,	1970,	Reading	and	Leeds	Festival,	1971),	Denmark	(Roskilde,	1971),	
Belgium	 (Rock	 Werchter,	 1975),	 France	 (Montreal,	 1980)	 among	 others.	 The	
paradigmatic	example	of	 this	era	 is	represented	by	the	Woodstock	festival	which	
was	a	social	manifestation	 to	promote	peace	against	 the	Vietnam	 	 	 	 	 	war,	 sexual	
emancipation	 or	 a	 radical	manifestation	 of	 a	 particular	 freedom.	 Negrier,	 	 et	 al..	
(2017)	and	Newbold	 	et	al.	(2015)	described	this	era	in	which	festivals	helped	to	
strengthen	 the	 symbolic	 resistance	 and	 cultural	 democracy,	 inducing	 radical	
political	and	social	changes.	
• Third	 era:	 the	 commercialisation	 and	 economic	 development	 of	 festivals.	 This	
period	corresponded	between	the	1980s	and	2000s	and	most	of	the	studies	were	
devoted	(as	observed	in	Getz,	2007)	on	the	interest	of	the	economical	impact	of	the	
events	 (Formica,	 1998).	 Music	 festivals,	 and	 events,	 in	 general,	 were	 seen	 as	
touristic	 and	 economic	 developers	 for	 the	 region	 nearby	 (Jago	 &Shaw,	 1998;	
Crompton	 	et	al..	2001;	Mair	&Whitford,	2013).	Then	 it	 can	be	observed	 that	 the	
organizers	 and	public	 administrations	gained	 interest	 in	 these	events	because	of	
its	 capability	 to	 foster	 the	 well	 being	 of	 their	 communities	 as	 well	 as	 economic	
development.	 	 Finally,	 in	 the	 last	 half	 of	 this	 period	 there	 was	 an	 impressive	
technological	development	that	improved	the	access	to	music	(Mp3,	Napster),	and	
a	 rising	 demand	 of	 consumers	 	 which	 obliged	 the	 producers	 to	 attend	 this	 new	
scenario.	
• Fourth	 era	 (2000-2020):	 the	 professionalization	 of	 the	 festivals.	Newbold	 	 et	 al..	
(2015)	pointed	at	the	professionalization	of	the	festivals	as	a	consequence	of	their	
constant	development	 thanks	 to	 their	 increasing	popularity,	more	 attention	paid	
by	 the	academics	and	 in	general,	by	 the	 local	 authorities.	Alongside	 this,	 there	 is	
also	 a	 development	 on	 the	 training	 programs,	 or	 university	 education,	 which	
developed	 more	 formal	 organisational	 structures	 (Finkel,	 2009).	 Moreover,	 the	
64	
touristic	 interest	 of	 such	 events	 promoted	 the	 cities	 as	 destinations	 of	 unique	
experiences	 (Quinn,	 2009)	 and	 urban	 regeneration	 (Bowdin	 	 et	 al.,	 2011).	 This	
phenomena	of	the	professionalization	of	the	music	festivals	has	been	studied	from	
many	 different	 perspectives,	 for	 instance:	 from	 the	 organization	 or	 the	 planning	
(Ziakas,	2013;	Stokes,	2008;	Smith	and	Xiao,	2008);	from	the	festival	as	a	product	
of	 professional	 design	 or	 creativity	 (Robinson	 and	 Clifford,	 2007;	 Finkel,	 2006);	
from	the	economic	outcomes	(Boo		et	al..	2007,	Che,	2008);	or	from	the	processes	
implied	in	the	organization	(Burke,	2007;	Wilson		et	al..	2017).	It	might	be	argued	
that	 with	 this	 professionalization	 the	 music	 festivals	 lost	 the	 radical	 or	
spontaneous	power	of	change	and	became	a	business	model,	along	with	Krueger	
(2019),	in	which	the	economics	of	scale	became	a	reality.		
• Current	 era:	 pandemic	 crisis	 and	 post	 pandemic.	 Due	 to	 the	 restrictions	 in	 the	
venues	 provoked	 initially	 by	 the	 lockdown,	 festivals	 required	 a	 process	 of	
adaptation	to	new	ways	to	reach	the	audience.	New	communication	channels	have	
been	 developed	 in	 order	 to	 offer	 similar	 live	 experiences:	 new	 live	 streams,	 3D	
immersive	 	digital	experiences	or	a	mixed	methods	 	of	representation	in	order	to	
prevail	 and	 signifies	 its	 resilience	 against	 the	 economical	 crisis	 provoked	 by	 the	
pandemic.	 This	 era,	 as	 it	 might	 be	 inferred,	 will	 require	 a	 change	 on	 how	 to	
organize	the	festival,	and	a	reconsideration	of	how	audiences	will	be	reached	using	
new	 communicative	 ways,	 and	 the	 methods	 an	 organization	 should	 take	 into	





added	 along	 the	 five	 phases:	 community	 reinforcement,	 political	 and	 social	 changes,	
economical	 developers	 and	 in	 this	 era,	 professionalization	 and	 promotion	 of	 cities	 as	
tourist	destinations.	This	symbolic	value,	as	Throsby	(2001)	discussed,	has	 the	ability	 to	
convey	cultural	meaning.	Naturally,	there	are	incommensurable	topics	added	to	the	music	
festivals	 through	 specific	 individual	 experiences	 and	 from	 different	 stakeholders,	 even	
though	 those	values	 are	 implied	 in	 the	nowadays	music	 festivals.	 Furthermore,	 they	are	








attached	meanings	 to	 these	events.	The	 following	points	explore	 the	 features	of	 festivals	
and	 its	 significance	 for	 the	 festival-goer,	 these	 different	 points	 are	 summarized	 and	
adapted	from	Brown	(2019):		
• Traditional	 view:	 the	 traditional	definition	of	 festival	 came	 from	Falassi	 (1987)	
and	 discussed	 in	 several	 other	 authors	 (Arcodia	 and	Whitford,	 2006;	 Getz	 2007	
and	 2010;	Matheson,	 2005).	His	 definition	 is	 rooted	 in	 the	meaning	 of	 the	 Latin	
words:	 festum,	 which	 refers	 to	 "public	 joy,	merriment,	 revelry"	 and	 feria,	 which	
might	 be	 translated	 to	 "abstinence	 from	 work	 in	 honour	 of	 the	 gods".	 Falassi	
(1982,	p.2),	then	defined	the	festival	as:	"periodically	recurrent,	social	occasion	in	
which,	 through	 a	 multiplicity	 of	 forms	 and	 a	 series	 of	 coordinated	 events,	
participate	directly	 or	 indirectly	 and	 to	 various	degrees,	 all	members	of	 a	whole	
community,	united	by	ethnic,	 linguistic,	 religious,	historical,	bonds,	and	sharing	a	
worldview.	Both	 the	social	 function	and	 the	symbolic	meaning	of	 the	 festival	are	
closely	 related	 to	 a	 series	 of	 overt	 values	 that	 the	 community	 recognises	 as	
essential	 to	 its	 ideology	 and	 worldview,	 to	 its	 social	 identity,	 its	 historical	
continuity,	 and	 to	 its	 physical	 survival,	 which	 is	 ultimately	 what	 festivals	
celebrate."	Although,	 it	 can	be	argued	 that	 some	of	 the	 features	of	 this	definition	
are	 no	 longer	 applicable	 in	 the	 nowadays	 music	 festivals.	 The	 current	 music	







Promoters	 (APM,	2019)	 tried	 to	define	 the	music	 festival	with	 the	 criteria	of	 the	
genre	 and	 type	 of	 venue.	 It	 is	 clear	 that	 a	 festival	 celebrates	 an	 specific	 artistic	
expression,	 culture,	 tradition,	 theme,	 person	 or	 performance.	As	 defined	by	Getz	
(2007)	 festivals	 are	 "themed,	 public	 celebrations"	 which	 give	 a	 wide	 and	
unspecified	 definition.	 Brown(2019)	 also	 pointed	 to	 the	 need	 to	 understand	 the	





the	 definition	 of	 the	 event	 itself	 and	 is	 shared	 among	 the	 different	 types	 of	
festivals,	 namely:	 festivity,	 liminality,	 liminoid,	 and	 carnivalesque.	 The	 following	
concepts	were	included	in	the	definition	of	the	festival	by	the	research	community:	
• Festivity:	 the	act	of	 celebration	defined	 in	Falassi	 (1987)	where	 the	participants	
do	what	they	usually	are	not	allowed	to		do	thus	they	transform	their	patterns	of	
life.	 This	 definition	 is	 reaffirmed	 in	 Getz	 (2010:7)	 as	 the	 "embodying	 [of]	 an	
intellectual,	 behavioural	 and	 emotional	 experience"	 and	 	 the	 reviewed	 literature	
(Costa,	2002;	Matheson,	2005;	Richards	2010;	Flinn	and	Frew	2013)	expresses	the	
celebration	as	an	opportunity	to	have	joyful	and	positive	emotions	(Quinn,	2009).	




among	other	 features,	 the	 festival	as	"liminality"	 (in	between).	This	"in	between"	
allows	 the	 participant	 a	 socially	 sacred	 space	 to	 experience	 freedom	 and	 escape	
from	daily	life.	But,	in	contrast	with	festivity,	this	exposes	the	true	self	and	allows	
the	participant	to	express	who	they	are	or	who	are	truly	willing	to	be.	In	addition,	
the	 "liminoid"	 offers	 the	 same	 space	 but	 in	 a	 secular	 space	 (Turner,	 1969).	 As	
Brown	(2019,	p.	29),	festivals		"therefore,	as	a	liminal/oid	space,	enables	festival-
goers	 to	 escape,	 explore	 and	 express	 themselves	 in	 a	 ‘manipulation	 of	 reality’	
where	 ‘normative	 ideologies	 and	 social	 statuses	 are	 temporarily	 suspended’	
(Pielichaty,	 2015:	 238).	 This	 disruption	 of	 the	 ‘norm’	 and	 abandonment	 of	
‘responsibilities’	 (Pieper,	 1999:	 9)	 enables	 people	 to	 release	 social	 tensions	 that	
would	otherwise	prove	destructive	(Eagleton,	1981;	Hughes,	1999;	Ravenscroft	&	
Matteuci,	 2003).	 Thus,	 festival-goers	 ‘trespass	 boundaries’	 and	 embrace	
hedonistic,	transgressive	and	inverted	behaviour	within	the	liminal	festival	space."	
• Carnivalesque	 behaviour:	 Bakhtin	 (1990)	 found	 similarities	 with	 the	 previous	
concepts,	when	understanding	 the	 festival	 as	 a	 place	where	 the	 social	 principles	
might	be	inverted,	removed	or	transformed.	Stone	(2009)	understood	the	festival	
as	the	same	as	a	carnival	and	other	authors	found	similarities	between	the	carnival	
and	 the	 festival	 behaviour	 (Blake,	 1997;	 Mckay,	 2000;	 Hetherington,	 2001;	
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Pielichaty,	 2015).	 This	 understanding	 of	 the	 festival	 gave	 a	 temporary	 change	 in	
the	norms	and	a	sense	of	freedom	in	which	the	festival-goers	are	free	to	express16	
in	 subversive	 and	 alternative	 ways,	 dress-up	 or	 even	 behave	 in	 disruptive	
conducts	(Luc	Sala,	2015).	
• Entertainment	 and	 commercialization:	Getz	(2007)	complained	about	the	 loss	
of	meaning	 of	 the	 term	of	 "festivals''	 due	 to	 the	massive	 commoditization	 of	 the	
music	 festivals	 understood	 as	 a	 series	 of	 meaningless	 events.	 This	 complaint	 is	
again	present	in	Getz	(2012)	in	which	it	believes	that	the	term	festival	is	corrupted	
and	the	future	generations	will	only	understand	the	term	festival	as	outdoor	music	
concerts	 without	 any	 relation	 with	 culture	 or	 sacred	 celebrations.	 This	 concern	
might	 require	 a	 redefinition	 of	 what	 should	 be	 understood	 as	 a	 festival	 and	
highlights	the	clash	between	the	purist	cultural/traditional	perspective	of	cultural	
events	 with	 the	 business	 profit-oriented	 of	 nowadays	 main	 cultural	 industries.	
Nevertheless,	music	contains	a	cultural	value,	which	may	apply	 in	 the	 traditional	
definition	of	 festival.	However,	 the	 current	music	 economy	has	 appropriated	 the	
concept	and,	 is	 it	might	be	 interpreted	 from	the	economic	situation	presented	 in	
section	2.2.1,	for	the	sake	of	its	own	economic	surveillance.	
Defining	 the	 music	 festival	 might	 require	 an	 adaptation	 in	 the	 current	 situation.	
Nevertheless	 there	 are	 common	 elements	 related	 to	 the	 traditional	 definition	 of	 these	
events.	 The	 modern	 music	 festival	 has	 their	 own	 rituals,	 their	 community	 and	 tries	 to	
embody	 traditions	 of	 various	 pasts	 (Quinn,	 2009).	 Therefore,	 music	 festivals	 can	 be	
defined	as	a	series	of	planned,	public	events	or	activities	that	occur	in	a	specific	time	and	
space	(Getz,	2012;	Cudny,	2015;	Brown,	2019).	
In	consequence,	and	 in	order	to	be	clear	 in	 the	type	of	music	 festivals	 that	are	matter	of	
analysis	in	this	research,	the	music	festival	should	include	these	following	characteristics:	





16	These	 similarities	 between	 the	 carnivalesque	 behaviour	 and	 the	 festivals	 attendance	might	 be	





These	 common	 characteristics	 of	 the	 different	 music	 festivals	 set	 music	 as	 the	 main	
cultural	representation	of	the	festival.	In	addition,	as	introduced	in	chapter	1,	section	1.5,	
the	 study	 of	 cultural	 events	 as	 phenomena	 might	 be	 done	 through	 specific	 models	 of	
analysis	on	the	 intangible	 impacts.	 In	 the	case	of	music	 festivals,	as	 it	might	be	deduced,	




music	 is	 in	 the	 centre	 of	 its	 definition,	 consequently,	 an	 heterogeneous	 music	 festival	
sample	 should	 include	 different	 music	 styles	 represented	 in	 the	 festival.	 Moreover,	 the	










goer.	 As	 presented	 in	 chapter	 1,	 section	 1.4.,	 there	 are	 multiple	 stakeholders	 on	 the	
organization	and	implementation	of	the	music	festival.	However,	the	main	motive	for	the	




attended	 a	 music	 festival	 and	 does	 not	 delimit	 against	 the	 amount	 or	 frequency	 of	
attendance".	 In	 other	 words,	 is	 someone	 who	 experiences	 the	 music	 festival.	 This	
definition	might	be	extended	with	different	particularities	 specified	 from	other	 interests	
or	 perspectives	 to	 allow,	 for	 example,	 the	 segmentation	 for	 different	 strategies.	 The	
segmentation	 process	 (Haley,	 1968;	 Smith,	 1956)	 of	 the	 audience	 of	 a	 festival	might	 be	







festival-goer	 might	 be	 identified	 by	 socio-demographic	 variables	 (age,	 gender,	 level	 of	






Conclusively,	 the	 festival-goer	 is	 in	 the	epicentre	of	 the	experience	of	 the	music	 festival,	
moreover,	 socio-demographic	 and	 psychographic	 characteristics	 are	 required	 to	 be	
analysed	in	a	complete	evaluation	of	their	experience.	The	evaluation	of	their	experience	
might	bring	relevant	data	for	the	understanding	of	how	cultural	impact	is	generated	due	to	
the	 experience	 during	 the	 music	 festival.	 The	 next	 section	 will	 display	 the	 different	
existing	models	 from	 the	 literature	 in	 the	 aim	 to	 identify	 and	 comprehend	 the	 relevant	
elements	of	the	music	festival	experience	from	the	perspective	of	the	festival-goer.	
This	 evaluation	 of	 the	 music	 festival	 experience	 becomes	 of	 interest	 since	 the	 music	
industry	has	set	their	efforts	in	creating	unique	and	memorable	experiences	with	a	goal		to	
cultivate	 the	 loyalty	of	 the	 fans.	The	 identification	of	 the	 features	of	 the	 	experience	and	
the	 cultural	 impacts	attached	 to	 this	becomes	crucial	because	of	 its	 responsibility	 in	 the	
promotion	 of	 specific	 characteristics	 of	 the	 festival-goers	 cultural	 identity.	 The	
participation	 in	 a	 live	 event,	 as	 pointed	 in	 section	 2.1.1,	may	 start	 processes	 of	 cultural	
identification,	reinforcing	cultural	affinities	and	a	 long	 list	of	 intangible	 features	defining	
the	 cultural	 identity	 of	 the	 festival-goer.	 Moreover,	 as	 explained	 in	 (Holt,	 2010),	
individuals	 seek	 for	 real	and	palpable	experiences	 implying	 real	meanings	 in	 this	digital	
era,	thus	the	analysis	of	the	intangible	impacts	has	more	relevance	in	the	digital	era	with	
the	consequently	need	of	the	individuals	of	real	and	unique	experiences.	The	next	section	




music	 festival	 and	 moreover,	 how	 to	 evaluate	 this	 value.	 As	 presented	 in	 Chapter	 1	
(section	 1.5.),	 the	 evaluation	 of	 an	 event	 requires	 the	 analysis	 of	 the	 causes	 of	 specific	
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actions	 causing	 different	 impacts	 in	 the	 individuals.	Moreover,	 as	 Bowdin	 	 et	 al.	 (2011)	
described,	 the	 evaluation	 should	 include	 how	 to	 set	 a	 value	 on	 the	 impacts	 and	 the	
different	processes	 implied	 in	 the	 generation	of	 these	 impacts.	Then,	 the	 evaluation	 is	 a	
process	 to	 set	value	of	 the	outcomes	and	 the	process	of	a	 specific	action,	 in	 this	 case,	 to	
understand	 and	 identify	 the	 value	 of	 music	 festivals.	 Consequently,	 the	 next	 question	





Getz,	 Petterson	 and	 Wallstam	 (2015,	 p.	 137)	 as	 "the	 regard	 that	 something	 is	 held	 to	
deserve;	the	importance,	worth,	or	usefulness	of	an	event;	the	material	or	monetary	worth	




value	 or	 this	 "worth"	 to	 participate	 in	 the	 event	 is	 as	 valuable	 as	 the	 intangibles	
constituting	the	experience.	
As	 introduced	 in	 chapter	 1,	 section	 1.5,	 the	 focus	 of	 this	 dissertation	 is	 on	 the	 cultural	
impact	of	the	music	festivals,	then,	the	main	interest	is	to	understand	the	cultural	value	of	
the	music	festival	and	how	it	should	be	understood.	Wilks	(2011)	and	Getz	 	et	al.	(2017)	
included	 the	 sociological	 perspective	 (Bourdieu,	 1973;	 Bourdieu	 and	 Passeron,	 1990)	




But,	moreover,	 this	 generation	may	 apply	 in	 culture,	 thus	 events	may	 generate	 'cultural	
capital'17.	 As	 demonstrated	 in	 Bastos	 (2010)	 and	 Wilks	 (2009),	 events	 related	 to	 art	
contribute	to	develop	cultural	capital	in	its	participants.	Krotz	(2009)	showed	how	media	
events	may	create	symbolic	capital	in	the	near	societies	in	which	they	are	held.	In	addition,	







historical	 value	 places	 a	 symbolic	 value	 to	 	 the	 event	 and	 thus	 reflects	 or	 shares	 the	
conditions	of	a	past	event.		As	said	previously,	this	historic	value	might	imply	or	convey	a	
'cultural	meaning'	(Throsby,	2001).	This	connects	with	the	previous	historic	items	which	
gave	 to	 the	 festival	 with	 cultural	meanings	 related	 to	 past	music	 festivals,	 for	 example.	
Therefore,	 the	evaluation	of	 this	“cultural	capital”	or	value	requires	not	only	considering	
the	 experience	 of	 the	 individual	 but	 also	 the	 attached	 cultural	 meanings	 related	 to	 the	
event	due	to	its	history	or	symbolic	meaning.	
Then,	 the	 value	of	 a	music	 festival	 is	 understood	 in	 the	 sociological	 perspective	 and	 the	
historical	perspective,	which	provides	cultural	and	social	value,	or	capital,	among	different	
disciplinary	perspectives.	However,	the	value	of	the	music	festival	for	the	individual	might	
be	 understood	 differently,	 mainly	 as	 an	 experience.	 Then,	 the	 essential	 object	 to	 place	
value	 is	 -from	 the	 perspective	 of	 the	 attendee-	 the	 experience	 in	 the	music	 festival.	 To	
understand	 the	 value	of	 the	 attendance	 in	 the	 festival	 is	 to	 know	how	 the	 experience	 is	
intensified	through	the	perception	of	the	attendee	during	the	music	festival.	Moreover,	the	
different	 organizers	 apply	 their	 efforts	 in	 order	 to	 construct	 this	 unique	 experience	




This	 experience	 has	 been	 the	 object	 of	 several	 studies	 in	 academic	 literature.	 Initially,	
event	experience	can	be	understood	under	the	umbrella	of	the	‘experience	economy’	(Bell,	
1973;	 Berridge,	 2007;	 Jackson,	 2006;	 Pine	 &	 Gilmore,	 1999;	 Toffler,	 1980).	 Within	 the	
experience	 economy,	 several	 analyses	 have	 suggested	 that	 event	 providers	 offer	 unique	
and	remarkable	experiences	(Manthiou	et	al..,	2014;	Mehmetoglu	&	Engen,	2011;	Oh,	Fiore	
&	Jeoung,	2007;	Park,	Oh	&	Park,	2010).		
Specifically,	 several	 authors	 consider	 that	 music	 festivals	 shape	 unique	 experiences	 for	
each	 individual	 attendee	 (Ballantyne,	 Ballantyne	 &	 Packer,	 2014).	 As	 Getz	 (2010)	
confirmed	 it,	 every	 planned	 event	 has	 for	 its	 goal	 the	 shaping	 of	 an	 individual	 and	
collective	experience	of	the	audience.	The	experience	of	an	event	can	be	evaluated	through	
different	models	 from	 different	 perspectives:	 de	 Geus	 et	 al.	 (2016)	 proposed	 the	 Event	





the	 contrary,	 Pine	 and	 Gilmore	 (1999)	 considered	 the	 evaluated	 experience	 as	 how	 a	
person	engages	with	an	event	at	an	emotional,	spiritual,	intellectual	and/or	physical	level	
Nevertheless,	 paraphrasing	Getz	 (2007,	 p.414),	what	 is	 remembered	 is	 interpreted	with	
deeper	meanings	and	associated	values18	and	therefore	the	value	of	the	festival	experience	
might	 be	 determined	 when	 it	 is	 evaluated.	 However,	 since	 the	 interest	 of	 the	 present	
dissertation	 is	 on	 the	 understanding	 of	 how	 the	 experience	 of	 the	 festival	 shapes	 the	
cultural	 identity,	 it	 might	 be	 relevant	 to	 let	 that	 experience	 mature	 in	 the	 time	 of	 the	
festival.	In	that	way,	it	might	be	more	noticeable	to	observe	and	record	the	outcome	on	the	
individual's	cultural	identity	from	the	festival-goer.	
Moreover,	 there	 are	 specific	 elements	 constituting	 the	 individuals’	 experience	 that	
represent	or	play	a	relevant	role	in	comparison	from	others.	De	Geus	et	al.	(2016)	in	their	
proposal	 of	 the	 EES	 described	 the	 experience	 understood	 as	 a	 mixture	 of	 four	
components:	affective,	cognitive,	physical,	and	the	experience	of	novelty.	In	practice,	each	
individual	attending	a	music	festival	is	subjected	to	different	impacts	that	will	shape	him	
culturally	 through	 the	 four	 components	 mentioned	 above.	 The	 EES	 operationalization	








The	 emotions	 felt	 during	 a	 music	 festival	 are	 directly	 related	 to	 the	 experience	 of	 the	
music	 festival	 in	 several	 ways.	 This	 relation	 may	 exist	 due	 to	 the	 expectations	 of	 the	





perspective	 (Cost	Benefit	Analysis,	CBA)	by	 introducing	monetary	values	 to	 the	 intangible	goods.	




this	 outcome-orientated	 value	 perspective	 views	 providers	 as	 the	 sole	 producer	 of	 value	 and	
customers	as	passive	recipients	(Moufakkier	&	Pernecky,	2014).	In	contrast,	more	recent	research	
into	the	value	creation	process,	specifically	in	relation	to	festivals	and	events,	recognises	attendees	




emotions	 is	 presented	 in	Wood	 and	Moss	 (2015)	 in	 their	 conclusive	model	 of	 emotions	
triggered	 by	 the	 experience	 of	 live	music	 attendance.	 Their	 analysis	 brought	 the	 quasi-
omnipresence	 of	 the	 emotions	 previously,	 during	 and	 after	 the	 live	 music	 experience.	
Their	findings	point	to	the	flow	of	emotions	experienced	before,	during,	and	after	an	event,	
and	underline	these	into	five	categories:	life	stresses,	anticipation,	expectation,	experience,	
and	 satisfaction.	 It	 proves	 an	 interesting	 method	 in	 understanding	 the	 overall	 flow	 of	
emotions	 and	 their	 feedback.	 Wood	 and	 Moss	 (2015)	 applied	 two	 different	 qualitative	
methods	(the	Experience	Sampling	Method	based	on	Csikszentmihalyi,	1997	and	the	"Day	
reconstruction	 method"	 from	 Kahneman	 	 et	 al.	 2004)	 to	 research	 what	 triggered	 the	
experience	of	 the	 festival.	Their	 analysis	brought	 a	 conceptual	model	of	 emotions	of	 the	
experience	due	to	the	participation	in	a	live	music	in	relation	with	the	previous	emotions	
implied	 in	 the	 extrinsic	 live	 or	 motivation	 of	 the	 attendant	 (life	 stresses).	 Then,	 the	
anticipation	or	near	preparation	for	the	event	(anticipation)	develops	strong	expectations	
that	will	 affect	 the	experience	and	satisfaction	of	 the	attendee's	 live	music	participation.	
These	 different	 'stages'	 also	 became	 the	 feedback	 or	 the	 preliminaries	 for	 new	 music	
festival	 experiences	 in	 other	 subsequent	 festivals.	 In	 short,	 under	 this	 flow	 of	 emotions	
might	 be	 understood	 how	 the	 experience	 may	 have	 been	 affected	 by	 these	 affective	
responses.	Therefore,	the	music	festival	experience	might	be	considered	as	the	“mediator”	




research	 is	 on	 the	 experience	 during	 the	 music	 festival,	 understanding	 which	 are	 the	
sources	of	emotions	during	the	festival	experience	can	help	to	shape	the	experience	itself.	
Faulkner	 et	 al.	 (1999)	 justified	 in	 his	 cluster	 analysis	 that	 one	 of	 the	 three	 main	
motivations	 for	 going	 to	 live	 music	 events	 as	 enjoying	 the	 artist’s	 performance.	 From	
another	 perspective,	 Gelder	 &	 Robinson	 (2009)	 stated	 that	 music	 is	 one	 of	 the	 first	
motives	 in	 going	 to	 a	 music	 festival.	 These	 conclusions	 should	 consider	 that	 the	 main		
procurer	of	feeling	comes	from	the	music	itself.	Moreover,	Packer	and	Ballantyne	(2011),	
defined	 the	 music	 experience	 as	 the	 common	 ground	 for	 the	 different	 elements	
constituting	 the	 music	 festival	 experience.	 They	 identified,	 through	 qualitative	 and	
quantitative	methods,	 four	main	factors	constituting	the	experience	of	the	music	festival,	
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namely:	 the	music	experience,	 the	social	experience,	 the	separation	experience19	and	the	
festival	experience20.	As	they	concluded,	(P.173):	
"The	music	experience	provides	the	common	ground	on	which	both	the	social	experience	and	the	
festival	 experience	 are	 built.	 It	 facilitates	 a	 sense	 of	 connection	 between	 participants,	 between	
audience	 and	 performers,	 and	 between	 those	 who	 celebrate	 and	 the	 object	 of	 celebration.	 The	
separation	 experience	 distinguishes	 the	 festival	 event	 from	 everyday	 life.	 It	 provides	 a	 sense	 of	
disconnection	 that	prompts	 festival	 attendees	 to	 reflect	on	 their	 lives	and	 their	understanding	of	
themselves.	Together,	the	four	facets	of	the	experience	have	the	potential	to	impact	positively	(or	in	
some	cases	negatively)	on	psychological,	social	and	subjective	well-being"	
Consequently,	 understanding	 the	 emotions	 implied	 in	 the	music	 experience	 is	 crucial	 to	
shape	 the	 festival	 experience	 from	 the	 festival-goer	 perspective.	 Moreover,	 following	
Packer	and	Ballantyne	(2011)	model,	 the	music	 festival	experience	might	be	understood	
as	 the	 flow	 between	 music	 and	 the	 separation	 of	 everyday	 life	 with	 the	 middle	
components	 of	 social	 experience	 and	 the	 festival	 atmosphere.	 Four	 facets	 constitute	
essentially	 the	music	 festival	 experience.	 Firstly,	 the	music	 experience	 referred	 to	 every	
feature	related	to	music,	secondly,	 the	social	experience	that	relates	with	the	connection	
with	other	members	of	the	audience,	or	the	feeling	of	experiencing	something	in	common	
or	 sense	 of	 belonging.	 Thirdly,	 the	 separation	 experience	 referred	 to	 the	 experience	 of	
liminality	 or	 being	 outside	 the	 ordinary	 life;	 and	 finally,	 the	 festival	 experience	 that	
essentially	was	understood	as	the	experience	of	the	atmosphere	of	the	festival.		
In	 summary,	 the	music	 festival	 experience	might	 be	 considered	 as	 a	 combination	 of	 the	
four	 components.	 Thus,	 to	 understand	 how	 this	 uniqueness	 of	 the	 experience	 requires	
comprehending	 how	 these	 four	 elements	may	 be	 the	 source	 of	 emotions	 of	 the	 overall	
experience,	but	nevertheless	mainly	due	to	music	since	as	they	demonstrated	is	the	main	

















It	 should	 be	 noted	 that	 the	 consideration	 of	 emotions	 during	 the	 experience	 has	 been	
analysed	 from	 different	 perspectives.	 Yolal	 et	 al.	 (2016)	 observed	 how	 residents’	
participation	 in	 community	 festivals	 influenced	 their	 subjective	 wellbeing	 from	 the	
perspective	 of	 positive	 emotions.	 In	 their	 analysis,	 they	 incorporated	 items	 related	 to	
sociocultural	benefits	and	costs,	as	proposed	by	Delamere	et	al.	(2001)).	These	items	were	
related	 to	 similar	 elements	used	 in	Diener	et	 al.	 (1985)	 to	 refer	 to	positive	 emotions	or	




and	 without	 considering	 the	 origin	 of	 them.	 Lee	 et	 al.	 (2008)	 analysed	 how	 patron	
emotions	 affected	 the	 individual	 experience	 in	 order	 to	 design	 successful	 marketing	
strategies.	 However,	 this	 perspective	 centred	with	 two	 dimensions	 of	 emotion:	 positive	
and	negative.	 This	way	 of	 applied	 research	might	 be	 useful	 for	 consumption	 analysis	 in	
which	the	relevance	is	on	the	relation	emotion-loyalty	or	emotion-context	always	related	
to	 the	 product	 or	 how	 this	 relation	 had	 an	 effect	 on	 the	 consumption	 of	 this	 product	








novelty"	 emerged	 in	 Geus	 et	 al.	 (2016)	 as	 a	 experiential	 dimension	 (not	 considered	
previously	in	their	theoretical	approach),	which	in	their	words	(p.16):	“demonstrates	that	
the	 liminoid,	 unusual	 or	 out	 of	 the	 ordinary	 condition	 is	 more	 than	 just	 an	 important	
condition	for	event	experiences,	it	is	part	of	the	experience	itself.”	This	might	be	set	along	
the	 nature	 of	 the	 events	 that	 offer	 unique	 experiences	 (Clawson	 &	 Knetsch,	 1966)	 and	
their	purpose	as	providers	of	unusual	experiences	(Jago	&	Shaw,	1998).	Also,	Gelder	and	
Robinson	 (2009)	 recognized	 the	 motivation	 of	 seeking	 novelty	 as	 a	 relevant	 factor	 to	
attend	the	Glastonbury	festival.	Therefore,	this	"experiencing	novelty"	might	be	a	relevant	
factor	to	take	 into	consideration	 in	the	analysis	of	emotions	 implied	 in	the	experience	of	
the	festival.		
The	 comprehension	 of	 the	 music	 festival	 experience	 can	 be	 understood	 from	 the	 four	
facets	 described	 in	 Packer	 &	 	 Ballantyne	 (2011)	 in	 addition	 to	 the	 consideration	 of	
"experiencing	novelty".	Then,	these	five	elements	are:	music	experience,	social	experience,	
separation	 experience,	 festival	 experience	 and	 experiencing	 novelty.	 As	 mentioned	 in	
several	occasions,	 the	experience	of	 the	 festival-goer	can	be	related	 to	 the	emotions	 felt.	
Since	these	five	elements	constitute	the	basis	of	the	music	festival	experience	they	can	be	
considered	the	source	or	the	basis	of	the	emotions	during	this	music	 festival	experience.	
However,	 the	 emotional	 implication	 of	 each	 of	 these	 five	 elements	 in	 the	 subjective	
response	 of	 the	 attendees	 require	 multiple	 approaches	 in	 order	 to	 be	 deeply	 analysed.	
Thus,	 the	present	dissertation	will	 focus	on	the	analysis	of	emotions	generated	by	music	
experience	at	music	festivals,	the	next	chapter	attains	this	analysis	properly.	
In	 short,	 the	 evaluation	 of	 the	music	 festival	 experience	may	 be	 done	 through	 different	
models	to	identify	and	comprehend	the	uniqueness	of	the	experience	and	set	the	value	for	
the	 attendant	 of	 this	 unique	 experience.	 As	 said,	 the	 value	 might	 be	 understood	 from	
different	 theoretical	 approaches.	 Among	 them,	 the	 social	 and	 cultural	 capital	 should	 be	
considered	as	elements	to	be	considered	to	place	value.		The	experience	of	the	attendee	is	
understood	 as	 the	most	 valuable	 and	 recognizable	 element	 to	 be	 sized	or	 assessed.	 The	
implication	 of	 personal	 emotions	 due	 to	 the	 experience	 might	 be	 one	 possible	 way	 to	








between	 the	 experience	 and	 the	 subjective	 well-being.	 However,	 the	 application	 of	
emotional	models	within	the	context	of	the	music	festival	experience	has	been	of	interest	
in	the	late	research	projects	and	will	be	expanded	in	Chapter	3.	Lastly,	this	identification	of	




The	music	 experience	has	 a	 relevant	 role	on	 the	development	of	 the	 cultural	 identity	of	
individuals.	This	evolution	or	development	can	have	different	manifestations.	As	argued	in	
section	2.1.1,	acknowledging	the	music	preferences	of	individuals	may	help	to	understand	
the	psychological	perspective	which	might	relate	 the	personality	of	 the	 listener,	or	even,	
the	affective	response	of	individuals	to	the	specific	music	style.	Even	more,	this	approach	
can	help	to	explain	the	various	 functions	attached	to	the	preferred	music.	Assessment	of	
the	affective	and	cultural	 functions	can	potentially	be	expanded	 in	 the	experience	of	 live	
music	event.	Thus,	 the	analysis	of	 the	 relation	between	 live	music,	 cultural	 identity,	 and	
emotions	constitutes	a	unique	approach	to	comprehend	the	experience	of	individuals	and	
their	cultural	development.		
However,	 this	 relevance	of	 the	music	 in	 the	 cultural	 identity	 in	 the	 context	of	 the	 "mass	
culture",	 as	 understood	 by	 Adorno	 (1991)	 may	 provoke	 different	 cultural	 impacts	 in	
millions	of	attendants.	Since,	as	presented	in	section	2.2.1,	the	music	industry	is	interested	
in	organizing	more	live	events	and	have	more	revenues	from	this	source	there	is	a	conflict	
between	the	 intentionality	of	organizers	and	the	cultural	 interests	of	 the	attendees.	As	 it	
might	be	deduced,	attendants	of	 live	music	events	may	have	different	 intangible	 impacts	
that	 may	 have	 a	 further	 effect	 on	 their	 cultural	 decisions	 or	 cultural	 affinities.	
Consequently,	as	argued	in	Chapter	1	section	1.5,	the	assessment	of	the	cultural	impact	on	
the	 construction	 of	 the	 cultural	 identity	 in	 relation	with	 emotions	 in	 the	 context	 of	 live	
music	 experiences	 became	 crucial	 to	 understand	 which	 culture	 is	 shaping	 the	 massive	
organization	of	music	events.		
Particularly,	 this	 evaluation	 is	 relevant	 because	 of	 the	 current	 situation	 and	 historic	
inheritance	of	the	music	festivals.	As	discussed	in	section	2.2.2,	the	music	industry	placed	
the	music	festivals	in	the	centre	of	the	music	economy	and	therefore,	music	festivals	are	of	
interest	 of	 multiple	 stakeholders	 which	 may	 focus	 on	 the	 consumption	 or	 in	 political	
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perspectives	 rather	 than	 the	 cultural	 or	 social	 value	 of	 the	 event.	 Therefore,	 the	
identification	 and	 understanding	 of	 the	 impacts	 of	 the	 music	 festival	 experience	 in	 the	
attendees	 may	 help	 in	 the	 understanding	 of	 the	 effects	 of	 these	 intended	 intense	
experiences.	
As	presented	in	section	2.2.2,	there	are	multiple	considerations	of	what	is	a	music	festival.	
However,	 the	music	 festival	 that	 is	matter	 of	 interest	 in	 the	 present	 dissertation	 should	
have	three	main	premises:	






features	on	the	analysis	of	 the	experience	 in	 the	context	of	 the	music	 festivals	should	be	
remarked:	
● The	 focus	 of	 the	 evaluation	 of	 the	 experience	 is	 from	 the	 perspective	 of	 the	




perspective.	This	experience	 is	 intensified	by	 the	emotions.	Then,	 the	 conceptual	














festival	 experience	 are,	 as	 well,	 considered	 as	 the	 source	 of	 emotions	 of	 the	
experience.	
● Since	music	 is	 the	main	 element	 of	 the	music	 festival	 experience,	 then	 the	 first	
attempt	to	understand	the	role	of	the	emotions	should	focus	on	the	music	elicited	
by	the	music.		
The	next	chapter	will	centre	 its	attention	 in	 the	understanding	of	 the	emotions	and	how	
they	 can	be	evaluated	 in	 the	 context	of	 a	 live	music	 event.	This	will	help	 to	 insert	 these	
analyses	 in	 the	 context	 of	 the	 evaluation	 of	 the	 cultural	 impacts	 related	 to	 the	 cultural	










experience	of	 the	 listener.	Moreover,	 this	affective	response	 to	music	may	be	 the	sign	of	
multiple	deeper	layers	of	the	personal	identity	of	the	listener	that	might	be	of	interest	to	
understand	how	music	can	produce	intangible	impacts.	As	mentioned	in	chapter	1,	section	
1.5,	 the	 construction	 of	 the	 cultural	 identity	 or	 the	 different	 processes	 of	 cultural	
identification22	may	 imply	 to	 acknowledge	 the	 role	 of	 emotions.	 This	 becomes	 more	
relevant	in	the	context	of	the	live	music	experience	where	music	is	the	central	point	of	the	
event,	and	therefore,	emotions	may	arouse	with	a	higher	intensity.		
In	 this	 perspective,	 the	 first	 and	 the	 second	 section	 of	 this	 chapter	 identify	 the	
understanding	of	emotions	as	aesthetic,	meaning	that	predominantly	emotions	are	linked	
to	 the	 aesthetic	 appreciation	 of	 the	 artwork.	 This	 conceptualization	 helped	 to	 link	with	
domain-specific	 scales	 of	 emotions	 that	 enables	 the	 recognition	 with	 specific	 affective	
terms	the	emotions	due	to	the	music	experience.	However,	this	limited	conceptualization	
of	emotions	requires	to	be	complemented	with	other	perspectives	in	order	to	be	related	to	








As	 mentioned	 in	 chapter	 2,	 section	 2.4,	 the	 relevance	 of	 emotions	 is	 crucial	 in	 the	





Brubaker	 and	 Cooper	 (2000),	 as	 a	 process	 or	 processes	 which	 involve	 each	 individual	 in	 the	
categorical	 and	 the	 relational	 elements	 of	 the	 personal	 identity,	 here	 focused	 on	 culture.	 The	
categorical	 mode	 refers	 to	 the	 different	 existing	 shared	 categories	 like	 race,	 gender,	 ethnicity,	
generation	 (X,	 millennial...),	 urban	 tribe,	 etc	 in	 which	 the	 individual	 may	 identify.	 Whereas	 the	
relational	model	refers	to	which	position	the	individual	is	placed	in	the	social	webb.	Finally,	these	




discussion	 from	 different	 disciplines.	 The	 concept	 of	 how	 emotions	 are	 constructed,	
elicited,	produced	or,	 in	better	 terms,	 felt	 implicates	multiple	human	 features	which	are	
part	of	study	on	multiple	research	fields.	Emotions	might	be	analysed,	 for	 instance,	 from	
philosophy,	psychology,	neurology,	or	sociology	and	each	field		conveys	the	interpretation	






sense.	 But	 also,	 they	 are	 expressions	 of	 desires,	 personal	 aims,	 result	 of	 a	 cultural	
construction	 or	 result	 of	 a	 social	 contagion.	 Consequently,	 the	 definition	 of	 emotions	
cannot	be	only	comprehended	in	a	set	of	indicators,	there	are	multiple	views,	and	connects	
with	 multiple	 facets	 of	 the	 human	 being.	 In	 a	 summarized	 perspective,	 there	 are	 two	
mainly	 comprehensions	of	 emotions	 in	philosophy:	 the	 realist	 and	 the	 constructivist.	As	
cited	 in	 chapter	 2,	 Archer	 (2008,	 p.	 4)	 defined	 emotions	 as	 "commentaries	 on	 human	
concerns''	 which	 relates	 emotions	 with	 values	 and	 "commitments	 of	 who	 we	 are,	 and	




brought	 empiric	 evaluations	 of	 how	 emotions	 affect	 human	 behaviour.	 Although,	 the	
interest	 of	 the	 present	 dissertation	 focuses	 on	 the	 surface	 of	 this	 discussion,	 besides	 it	
might	 be	 said	 that	 both	 perspectives	might	 complement	 one	 to	 another.	 Emotions	may	
flourish	in	certain	circumstances	that	cannot	only	rationally	be	understood	since	there	are	
multiple	 factors	 intertwined.	 Simultaneously,	 there	 are	multiple	 circumstances	 in	which	
the	cultural	or	social	context	shape	the	reactions	or	affective	responses	to	different	events	
(as	described	by	Gerhards,	 1989,	 p.	 738:	 "a	wife	 admonishes	her	husband	 for	not	being	
grateful	enough	for	the	presents	she	gave	him,	a	teacher	tells	a	pupil	he	should	ashamed	of	
his	bad	behaviour	in	class").	Then,	emotions	might	be	related	with	the	deepest	concerns	of	
our	 personal	 identity	 as	 well	 as	 with	 the	 social	 and	 cultural	 configuration	 of	 our	 near	
society.	Both	considerations	 linked	the	emotions	as	a	relevant	element	to	determine	and	




Furthermore,	 there	are	elements	describing	emotions	 impossible	 to	rationalise	or	which	
distort	what	it	is	thought	to	be	rationalized.	As	Elster	(1999,	p.179)	comments:	‘by	virtue	
of	the	high	levels	of	arousal	and	valence	they	induce,	emotions	and	cravings	are	among	the	
most	powerful	sources	of	denial,	 self-deception,	and	rationalisation	 in	human	 life’.	Then,	
this	element	of	uncertainty	related	to	emotions	should	anticipate	for	any	kind	of	empirical	
identification	 of	 emotions	 the	 impossibility	 to	 describe,	 as	 a	 whole,	 the	 emotional	
response	 of	 human	 nature	 to	 certain	 events.	 So,	 the	 interpretation	 of	 the	 cultural	
construction	 of	 emotions	 should	 be	 completed	 with	 the	 understanding	 of	 emotions	 as	
expressions	of	a	deeper	level	of	the	human	being,	in	some	cases,	hard	to	define.	Culturally	
or	 socially	 constructed	 	 understanding	 of	 emotions	 becomes	 limited	 when	 trying	 to	
explain	the	irrationality	of	certain	emotions.	Moreover,	the	social	or	cultural	construction	
of	 emotions	has	 its	 limitations	 to	 explain	 the	 language	of	 arts	which	 is	demonstrated	 to	
speak	 an	 universal	 language,	 thus	 may	 explain	 and	 relate	 the	 universal	 language	 of	
emotions,	which	links	these	"comments	upon	the	ultimate	concerns"	(Archer,	2008)	of	the	
human	being	independently	of	the	cultural	background	of	the	listener	(Mehr		et	al.,	2019).	






the	 live	 experience.	 Kleinginna	 and	 Kleiginna	 (1981,	 p.	 355)	 defined	 emotions	 as	 "a	
complex	 set	 of	 interactions	 among	 subjective	 and	 objective	 factors,	 mediated	 by	
neural/hormonal	systems,	which	can	give	rise	to	affective	experiences	such	as	feelings	of	
arousal,	pleasure/displeasure;	generate	cognitive	processes	such	as	emotionally	relevant	
perceptual	 effects,	 appraisals,	 labelling	 processes;	 activate	 widespread	 physiological	
adjustments	to	the	arousing	conditions;	and	lead	to	behaviour	that	is	often,	but	not	always,	
expressive".	These	definitions	suggests	that	emotions	were	a	conscious	process	and	with	
subjective	 awareness	 and	 appeared	 to	 be	 operational	 in	 the	 analysis	 of	 emotions.	
However,	it	is	hard	to	apply	the	definition	of	the	unconscious	reactions,	the	'liking'	of	some	
art	 form,	 or	 the	 undesired	 affective	 response.	 These	 first	 observations	made	 by	 Zajonc	
(1980,	 1998,	 2000)	 and	 colleagues	 described	 the	 unconscious	 causes	 of	 emotions.	
Moreover,	Berridge	and	Winkielman	(2003)	analysed	and	suggested	that	the	unconscious	
emotions	exist	and	were	mediated	through	specific	subcortical	brain	systems	which	were	
decoupled	 from	 conscious	 awareness.	 This	 topic	 was	 developed	 by	 several	 researchers	




However,	 a	 more	 close	 definition	 to	 the	 origin	 of	 emotions	 due	 the	 enjoying	 of	 the	 art	
expression	might	 be	 established	with	 the	 definition	 of	 aesthetic	 emotions	 developed	 by	
several	 authors	 in	 relation	 to	 different	 artworks	 (visual	 artworks	 in	 Chatterjee	 &	
Vartanian,	 2014;	 Leder,	 Belke,	 Oeberst,	 &	 Augustin,	 2004;	 Pelowski,	 Markey,	 Forster,	
Gerger,	&	Leder,	2017;	in	literature	Jacobs,	2015;	and	music,	Brattico,	Bogert,	&	Jacobsen,	
2013,	Juslin,	2013).	Emotions	might	be	described	by	its	characteristics	that	are	identified	
by	 the	 origin	 or	 the	 circumstances	 where	 they	 are	 produced	 and	 are	 considered	 a	 key	
factor	 for	 the	 processing	 of	 artworks	 and	 its	 enjoyment.	 As	 Menninghaus	 	 et	 al..(2019,	
p.172)	 following	 Kant	 (1790,	 2001	 p.	 89-159)	 defined,	 aesthetic	 emotions23	may	 be	
comprehended	with	four	elements:			
1. Aesthetic	 emotions	 are	 full-blown	 specific	 emotions	 that,	 for	 all	 their	 differences	 in	
affective	nature,	 relevant	 appraisals,	 and	other	 emotion	 components,	 always	 include	
an	aesthetic	evaluation/appreciation	of	the	objects	or	events	under	consideration.	
2. Each	aesthetic	emotion	 is	differentially	 tuned	 to,	 and	predictive	of,	 a	 specific	 type	of	
aesthetic	virtue,	or,	defined	in	subjective	terms,	a	specific	type	of	aesthetic	appeal.	
3. As	a	function	of	their	bearing	on	subjective	aesthetic	appreciation,	aesthetic	emotions	
are	 associated	 with	 subjectively	 felt	 pleasure	 or	 displeasure	 during	 the	 emotional	
episode.	
4. For	 the	 same	 reason,	 aesthetic	 emotions	 are	 an	 important	 (though	 certainly	 not	 the	
only)	predictor	of	resultant	liking	or	disliking.	
In	 its	 first	element	of	definition,	 it	 implies	 the	capability	 to	describe	emotions	 through	a	
specific	 set	 of	 emotions.	 Which	 in	 other	 words,	 refers	 to	 the	 capability	 to	 recognize	
emotions	 through	 unique	 terms	 previously	 defined	 conceptually	 or	 induced	 from	 the	
experience	of	the	listener.	This	list	of	emotions	and	their	definition	requires	an	expanded	
argumentation	that	will	be	held	in	the	next	section.	For	now,	the	aesthetic	comprehension	
of	 emotions	 is	 of	 interest	 because	 of	 its	 direct	 implication	with	 the	 artwork	or	with	 the	














of	 the	 human	 being.	 Therefore,	 it	 is	 implied	 the	 relation	 between	 the	 perception	 of	
emotions	with	more	deep	understanding	of	the	self	that	might	be	related	with	the	cultural	
identity	of	the	listener.	The	last	two	points	of	the	definition	of	the	aesthetic	emotions	were	
related	to	pleasure.	 	On	one	hand,	 the	subjective	 feeling	of	pleasure	due	to	 the	emotions	
might	 be	 relevant	 for	 the	 intensity	 of	 the	 experience	 of	 the	 aesthetic	 event.	 For	 the	
evaluation	of	 the	music	 festival	experience	 ,	 aesthetic	emotions	might	be	a	 "measure"	of	
how	pleasant	the	experience	was.		On	the	other	hand,	aesthetic	emotions	are	an	important	
predictor	of	 liking	or	disliking	which	constitutes	an	 important	processes	when	 to	define	
the	 music	 preferences	 which	 are	 related	 with	 the	 individual	 cultural	 identity.	
Consequently,	 the	 notion	 of	 aesthetic	 emotion	 is	 linked	 to	 these	 two	 processes	 helping	
them	 to	 understand	 the	 individuals'	 pleasant	 cultural	 experiences	 and	 their	 liking	 of	
specific	music.		




it	 included	 emotions	 as	 indicative	 of	 amusement,	 the	 activating	 and	 calming	 effects	 of	
aesthetic	experiences	as	well	as	the	negative	emotions.	However,	these	scales	may	fail	on	
the	 recognition	of	 	 characteristics	of	 specific	domains	of	 each	expression	of	 culture.	The	
shortcomings	 of	 the	 are	 acknowledged	 by	 their	 authors	 and	 the	 broad	 scope	 of	
AESTHEMOS	 can	 be	 considered	 a	 weakness	 when,	 for	 instance,	 the	 cultural	 event	 is	
focused	on	a	 specific	 cultural	expression.	Therefore,	 it	 seems	 logical	 to	use	each	specific	
scale	for	each	necessary	domain	of	cultural	expressions.	
In	 summary,	 the	 notion	 of	 aesthetic	 emotion	 is	 a	 conceptual	 approach	 related	 to	 the	
artwork	 and	 may	 be	 related	 to	 different	 processes	 of	 cultural	 identification	 of	 the	
individuals	 in	 their	 relation	 to	music	 or	 a	music	 performance.	 These	 processes	 –	 in	 the	
case	 of	music–	 can	 be	 interpreted	 as	 the	 aesthetic	 appreciation	 that	may	 be	 stated,	 the	
appreciation	 of	 specific	 music	 forms,	 songs	 or	 styles,	 the	 pleasure	 of	 enjoying	 a	 music	
performance	 or	music	 listening.	 This	 last	mentioned	 processes	 of	 cultural	 identification	
and	emotions	can	be	further	completed	with	Bowlby	(1969)	who	recognized	emotions	as	
signs	of	 the	relationships	 individuals	affirm	with	or	 in	Allport	 (1954)	 in	which	emotions	
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are	 representative	 of	 the	 groups	 in	 which	 the	 individuals'	 identify.	 	 The	 action	 of	
identifying	 aesthetic	 emotions	 might	 help	 on	 the	 identification	 of	 these	 processes	 of	
cultural	identification	in	relation	with	music.	In	addition,	this	notion	of	aesthetic	emotion	
comprehends	 an	 aesthetic	 evaluation	 that	 might	 be	 identified	 through	 a	 specific	 set	 of	




within	 the	music	 festival	experience	as	 introduced	 in	chapter	1,	 section	1.5.	The	specific	
comprehension	 of	 aesthetic	 emotions	may	 help	 in	 the	 identification	 of	 emotions	 in	 the	
music	 festival	 experience	 (Packer	 &	 Ballantyne,	 2011).	 Therefore,	 it	 is	 needed	 to	
understand	how	this	concept	of	aesthetic	emotions	might	be	linked	to	music. 
3.2 Emotions	and	music		
Aesthetic	 emotions,	 as	 defined	 in	 the	 precedent	 section,	 might	 be	 specified	 in	 different	
labels	or	 terms	depending	on	which	 is	 the	aesthetic	matter	of	 interest.	 In	 this	 thesis,	 the	






whether	 the	emotion	provoked	 in	 the	 listener	 is	 the	 same	as	 the	music-evoked	emotion	
(Koelsh,	2015;	Lundqvist	 	et	al..	2009;	Gabrielsson	2002).	This	problematic	detached	the	
emotion	 felt	 by	 the	 listener	 from	 the	 conveyed	 by	 the	 music	 itself,	 as	 summarized	 by	
Lundqvist	 	et	al.	(2009,	p.	61):	"is	whether	music	evokes	genuine	emotional	responses	in	
listeners	 (the	 emotivist	 position)	 or	 whether	 listeners	 merely	 perceive	 emotions	
expressed	by	the	music	(the	cognitivist	position)	(Krumhansl,	1997)".	Whereas,	Zentner,	
Meylan	 and	 Scherer	 (2000)	 found	 that	 negative	 emotions	 tended	 to	 be	more	 perceived	
than	 felt	 and	 the	 positive	 "can	 be	 both	 aroused	 by	 music	 and	 perceived	 by	 music"	
(Zentner,	Grandjean	and	Scherer,	2008:	496).	Later	on,	Bullack	et	al.	(2018)	and	Lundqvist	






are	 focused	 on	 the	 emotions	 felt	 by	 the	 listener	 or	 the	 attendee	 in	 a	 live	 music	




music.	 As	mentioned	 in	 chapter	 2,	 section	 2.3,	 the	motivations	when	 going	 to	 a	 festival	
affects	directly	to	the	emotion	felt	during	the	music	festival,	as	demonstrated	in	Wood	and	
Moss	(2015).	Their	findings	point	to	the	flow	of	emotions	experienced	before,	during,	and	
after	 an	event,	 and	underline	 these	 into	 specific	 categories.	There	 are	 also	 expectancies,	
participants	are	predisposed	to	 feel	 (Hellmuth	Margullis	2005;	 Juslin	and	Västfall,	2008)	
during	a	live	music	event.	As	Faulkner		et	al.	(2000)	justifies	in	his	cluster	analysis,	one	of	
the	 three	 main	 motivations	 for	 going	 to	 live	 music	 events	 is	 enjoying	 the	 artist’s	
performance,	which	 carries	 an	 expectancy	 to	 feel.	 Another	 factor	might	 be	 the	 effect	 of	
mood	 in	 the	 aesthetic	 appreciation	 or	 this	 emotional	 reaction	 can	 be	 linked	 through	
specific	 feelings	 (Goffin,	 2014)	or	not	 considered	 to	be	 connected	 (Zangwill,	 2004;	Kivy,	
2006).	 Juslin	 and	 Västfjäll	 (2008)	 considered	 that	 in	 the	 analysis	 of	 the	 emotional	
response	 to	music	 there	 is	 a	need	 to	 consider	underlying	mechanisms	 for	 each	 emotion	
which	may	help	 in	 the	 interpretation	of	how	emotions	are	produced.	These	mechanisms	
are:	 brain	 stem	 reflexes,	 evaluative	 conditioning,	 emotional	 contagion,	 visual	 imagery,	
episodic	memory,	and	musical	expectancy.	In	short,	there	are	multiple	layers	of	analysis	of	
how	emotions	are	activated,	generated	or	constructed	which	might	be	a	matter	of	several	
analyses.	Nevertheless,	 the	analysis	of	 emotions	 requires	 in	 its	 first	 step	 to	 recognize	or	
identify	 the	 emotions	 thanks	 to	 the	 listening	 to	 music	 or	 to	 the	 attendance	 in	 a	 music	
performance.	 The	 next	 subsection	 will	 introduce	 how	 these	 emotions	 related	 to	 music	
might	 be	 recognized	 from	 a	 domain-specific	 point	 of	 view.	We	will	 also	 define	 emotion	
through		a	list	of	specific	terms,	as	introduced	in	section	3.1	with		the	conceptualization	of	
the	aesthetic	emotions.		
3.2.1 Dimensional,	 discrete	 and	 domain-specific	 approaches	 of	 emotion	
recognition	
The	recognition	of	emotions	provoked	by	music	or	music-elicited	emotions	can	be	divided	
into	 three	 main	 approaches	 of	 understanding:	 the	 dimensional,	 the	 discrete	 and	 the	
domain-specific.	 The	 first,	 considered	 emotions	 which	 should	 be	 described	 by	 a	 "set	 of	




second,	 considers	 the	 existence	 of	 a	 sort	 of	 basic	 emotions	 (Buck,	 1988;	 Ekman,	 1992;	
Izard,	1971,	1972,	1991;	Tomkins,	1984)	or	a	set	of	specific	terms/discrete	that	might	be	
activated	 through	 different	 mechanisms	 and	 processes	 (Izard,	 1993;	 LeDoux,	 1996;	





and	 Vuoskoski	 (2011)	 compared	 the	 two	 approaches	 in	 their	 empirical	 study	 and	
concluded	 that	 the	 dimensional	 was	 able	 to	 define	 emotionally	 ambiguous	 examples	 of	
music.	However,	 they	used	a	three	dimensional	model	(Wundt,	1896)	with	the	 following	
variables:	 valence,	 arousal	 and	 tension.	 This	 approach	 demonstrates	 that	 the	 two-
dimension	model	 (the	 one	 presented	 previously,	 constituted	 with	 valence	 and	 arousal)	
does	 not	 represent	 all	 the	 possible	 variations	 of	 emotions,	 citing	 Bigand,	 Vieillard,	
Madurell,	 Marozeau,	 &	 Dacquet	 (2005);	 Collier	 (2007);	 Ilie	 &	 Thompson	 (2006).	 They	
demonstrate	 their	 approach	 as	 a	 precise	 methodology	 in	 recognizing	 emotions	 and	
defining	 their	 wide-ranging	 spectrum	 which	 in	 some	 cases	 the	 basic	 emotion	 failed	 to	
recognize.	 Later	 on,	 Cespedes-Guevara	 and	 Eerola	 (2018)	 reinforced	 the	 argumentation	
about	 the	 convenience	 to	 apply	 dimensional	 approach	 because,	 in	 short,	 music	
communicates	affects	and	not	basic	emotions,	or	the	discrete	approach.	




the	 consistency	 of	 the	 use	 of	 a	 discrete	 list	 of	 emotions	 in	 music	 and	 the	 validation	 in	
which	music	communicates	basic	emotions.	However,	the	classical	discrete	point	of	view,	
which	considered	that	all	set	of	emotions	can	be	derived	from	a	basic	of	emotions	(Ekman,	
1992,	 1999)	 has	 been	 demonstrated	 insufficient	 for	 the	 case	 of	music-elicited	 emotions	
(Scherer	 and	Zentner,	 2001;	 Scherer,	 2004;	 Zentner,	Grandjean	 and	Scherer,	 2008).	The	
richness	 of	 aesthetic	 emotions	 need	 a	 wide	 range	 of	 emotions	 and	 requires	 to	 be	
complemented	from	the	perspective	of	the	music	experience,	or	in	other	words,	requires	a	
domain-specific	 recognition	 of	 these	 emotions.	 The	 traditional	 discrete	 emotion	 theory	




appeared	 due	 to	 the	 environmental	 conditions	 where	 the	 individuals	 used	 to	 live	 and	









with	Weld	(1912)	when	he	 tried	 to	characterize	musically	 induced	emotions	 through	an	
empirical	methodology	 though	 the	 respondents	 turned	 to	give	heterogeneous	 responses	
impossible	 to	 reunite	 or	 to	 briefly	 uncover	 in	 a	 structured	 taxonomy.	 Later	 on,	 Hevner	
(1936)	developed	a	cluster	analysis	of	specific	emotions	which	was	later	on	replicated	in	
several	 studies	 (Campbell,	 1942;	 Farnsworth,	 1954;	 Watson,	 1942)	 but	 with	 serious	











analysis	which	 considered	 these	 features	was	 developed	by	 Zentner	 	 et	 al.(2008).	 Their	
study	consisted	 in	 four	quantitative	and	qualitative	studies	resulting	with	 three	domain-
specific	scales	of	emotions	called	the	Geneva	Emotional	Music	Scales	(GEMS).	 	The	three	
first	studies	served	to	narrow	a	previous	list	of	515	terms	related	to	emotions	and	music	
from	 different	 sources.	 The	 results	 converged	 into	 a	 scale	 of	 40	 terms	 through	 801	
questionnaires	 but	 also	 the	 evidence	 suggested	 that	 affect	 aroused	 by	 music	 could	 be	
empirically	differentiated	into	several	subunits.	More	specifically,	they	found	that	a	model	
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with	 33-term	 might	 be	 also	 representative	 of	 the	 emotions	 elicited	 in	 the	 music	
experience,	 but	 moreover	 these	 emotions	 could	 be	 labelled	 with	 nine	 emotion	 factors	
fitting	 the	data.	Finally,	 the	 fourth	study	validated	 the	use	of	 	GEMS	scale	over	 the	other	
approaches		including	the	discrete	and	the	dimensional	scales	to	measure		the	recognition	







Happy,	 filled	 with	 wonder,	 dazzled,	
allured,	moved	
Transcendence	 Fascinated,	 overwhelmed,	 thrills,	
feeling	of	transcendence		
Inspired,	 thrills,	 feeling	 of	
transcendence	and	spirituality	
Power	 Energetic,	triumphant,	fiery,	strong	 Triumphant,	 energetic,	 strong,	 fiery,	
heroic	
Tenderness	 Mellowed,	 tender,	 affectionate,	 in	
love	
In	 love,	 sensual,	 affectionate,	 tender,	
mellowed.	




Peacefulness	 Calm,	serene,	soothed,	meditative	 Calm,	 relaxed,	 serene,	 soothed,	
meditative.	
Joyful	activation	 Joyful,	animated,	bouncy,	amused	 Stimulated,	 joyful,	 animated,	 feel	 like	
dancing,	amused	
Sadness	 Sad,	tearful	 Sad,	sorrowful	




as	 mentioned,	 specifically	 generated	 and	 evaluated	 in	 the	 context	 of	 music.	 Moreover,	
Zentner		et	al..(2008)	proved	the	validity	of	the	scale	in	live	performances,	so	the	scale	is	
applicable	for	the	analysis	of	the	emotions	in	a	live	performance	though	requires	further	
analysis	 in	 more	 live	 performances	 since	 there	 is	 only	 one	 study	 in	 this	 matter.	 As	
mentioned	before,	the	work	of	Zentner		et	al..	(2008)	presented	four	studies	to	develop	the	
GEMS	 scales.	 However,	 in	 their	 fourth	 study,	 the	 main	 limitation	 was	 the	 validation	
through	only	classical	music	excerpts	and	mainly	from	classical	music	lovers.	Whereas	the	




should	 be	 validated	with	 different	 profiles	 and	 circumstances.	 Therefore,	 the	 context	 of	
this	dissertation	on	music	 festivals	can	offer	a	different	context	of	analysis	but	also	with	
heterogeneous	profiles	concerning	the	music	preferences.		




Constantin	 and	 Draugulin	 (2019)	 showed	 the	 emergence	 of	 music-elicited	 emotions	
through	the	 identification	of	 the	scale.	Eerola	and	 Juslin	(2014)	confirmed	the	activation	
and	 arousing	 of	 the	 emotions	 of	 the	 list	 with	 the	 underlying	 mechanisms	 described	 in	
Juslin	 and	 Västjfäll	 (2008).	 Miu	 and	 Baltes	 (2012)	 applied	 the	 recognition	 of	 music-
induced	emotions	in	the	context	of	the	opera	and	demonstrated	the	influence	of	cognitive	
empathy	and	the	emotion	psychophysiology	measuring	heart	rate,	skin	conductance	and	
respiration	 rate	 with	 thanks	 to	 the	 quantitative	 recognition	 of	 the	 GEMS.	 Labbé	 and	
Grandjean	(2014)	used	the	scale	to	 identify	music-induced	emotions	and	its	relationship	
with	 the	 rhythmic	 entrainment	 of	 music	 (when	 the	 body	 and	 the	 various	 biological	
systems	 synchronize	 with	 the	 periodic	 output	 of	 music,	 cfr.	 Labbé	 and	 Grandjean).	 In	




1. Music	 elicited	 emotions	 fall	 in	 the	 comprehension	 as	 aesthetic	 emotions	 and	 are	
considered	 to	 be	 recognised	 with	 specific	 terms	 in	 the	 aesthetic	 appreciation.	
(Menninghaus,	2019)	
2. The	domain-specific	scale	of	music-elicited	emotions	of	the	GEMS	proposed	by	Zentner		
et	 al..	 (2008)	 can	 recognize	 the	 aesthetic	 appreciation	 of	 music	 because	 it	 was	
generated	from	the	music	experience.	






The	 utilization	 of	 the	 GEMS-9	 scale	might	 be	 useful	 and	 effective	 on	 the	 recognition	 of	





Over	 the	 past	 three	 decades	 a	 number	 of	 analyses	 of	 the	 emotional	 responses	 to	 live	
experiences	have	been	developed	on	the	interest	of	marketing	and	consumer	experience.	








implied	 in	 different	 human	 activities.	 Mehrabian	 and	 Rusell	 (1974)	 proposed	 the	 three	
dimensional	 categories	 Pleasure-Arousal-Dominance	 (PAD)	 which	 described	 the	
emotional	 states	 from	 a	 dimensional	 approach	 of	 emotions.	 Izard	 (1971,	 1972,	 1977,	
1978,	1979a,	b,	1980;	Izard	and	Buechler,	1979,	1980)	proposed	there	to	be		10	essential	
emotions	 involving	 facial	 recognition	 that	 specifically	 were	 used	 in	 the	 	 Differential	
Emotional	Scale	(DES)	in	30	items.	Plutchik's	(1962,	1980)	developed	based	on	his	theory	
of	 emotions	 that	 personality	 is	 a	mixture	 of	 eight	 "prototypic	 emotions,"	 which	 further	
condensed	in	the	Emotions	Profile	Index	(EPI)	as	a	tool	to	assess	human	personality.	The	
EPI	is	a	test	consisting	of	ten	terms	that	form	paired	items.	Richins'	(1997)	proposed	the	
Consumption	 Emotion	 Set	 (CES)	 with	 a	 list	 of	 11	 emotions	 describing	 the	 consumer	
experience.	Watson	 	et	al..	 (1988)	constructed	 the	Positive	and	Negative	Affect	Schedule	
(PANAS)	which	further	evolved	to	the	PANAS-X.	This	scale	separates	with	two	dominant	
effects:	Positive	Effect	and	the	Negative	Effect.	Each	one	is	constituted	with	specific	terms	
of	 emotions.	 These	 perspectives	 were	 considering	 emotions	 in	 a	 generalist	 way	 which	
were	applied	in	multiple	contexts,	for	instance:		the	features	being	looked	at	to	analyse	the	
consumer	 or	 touristic	 experience	 (Richins,	 1997);	 the	 different	 manifestations	 of	
personality	(Fossum	and	Barret,	2000);	the	assessment	of	behaviour	of	monkeys	(Martau,	
Caine	&	Candland,	1985).	This		long	list	of	diverse	contexts		introduced	new	insights	and	
perspectives	 although	 at	 times	 they	 were	 generalist	 and	 too	 wide	 for	 the	 specific	
considerations	of	aesthetic	emotions	of	music.		











joy	 or	 love;	 however,	 the	 application	 in	 the	 context	 did	not	 contemplate	 any	 adaptation	
considering	 that	 in	 the	music	 festival,	music	has	a	 central	 role.	Furthermore,	 there	 is	no	





in	 further	 analysis	 (Woosnam	 and	 Aleshunloye,	 2014)	 the	 emotional	 bond	 that	 may	
provoke	the	participation	in	rural	cultural	events	between	the	tourists	and	the	citizens	of	
the	hosting	community.	They	applied	the	ESS	to	predict	 the	social	 impact	on	the	hosting	
community	 through	 the	 Festival	 Social	 Impact	 Attitude	 Scale	 (FSIAS,	 Delamere	 1999,	
presented	 in	chapter	1).	This	attempt	presented	an	strong	relationship	between	 the	ESS	
terms	with	the	items	perceived	in	the	FSIAS26	which	imply	a	strong	relationship	between	
the	 social	 impact	 assessment	 and	 the	 emotional	 assessment.	 Their	 work	 showed	 the	
capability	and	need	 to	 combine	 two	 types	of	 analysis.	The	emotional	 evaluation	and	 the	
social	 impact	 through	 scales	 and	 the	 subjective	 perceptions	 of	 the	 participants	 of	 the	
festival.	Although	their	analysis	was	 focused	on	the	solidarity	between	tourists	and	 local	
community	and	not	on	 the	cultural	value	of	 the	event,	 they	related	emotions	with	social	





astonished;	 Negative:	 annoyed,	 frustrated,	 irritated,	 aggravated,	 unfulfilled,	 unhappy,	 unsatisfied,	
discontented,	worried,	tense,	uneasy,	nervous.	
25	The	 ESS	 is	 constituted	 with	 the	 following	 factors:	 welcoming	 nature,	 emotional	 closeness,	
sympathetic	 understanding.	 Each	 factor	 included	 specific	 items	 of	 description.	 For	 instance,	
"Welcoming	 Nature"	 included:	 I	 am	 proud	 to	 have	 festival	 visitors	 come	 to	 Caldwell;	 I	 feel	 the	




scale	 which	 shows	 two	 key	 dimensions	 relating	 to	 the	 social	 impacts	 of	 community	 festival	
[including]	benefits	and	costs."	This	scale	 	yielded	3	main	 factors:	community	benefits,	 individual	
benefits,	and	social	costs.	
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emotions	 for	 human	 activity.	 However,	 in	 the	 application	 of	 live	 music	 experiences,	 it	
might	be	pointed	out	that	the	centrality	of	music	is	not	contemplated	properly	though	in	
several	 studies	 where	 live	 music	 emotions	 were	 analysed	 in	 the	 perspective	 of	 the	
consumption	experience.	As	presented	 in	chapter	2,	Wood	and	Moss	(2015)	presented	a	
conceptual	model	of	emotions	measured	before,	during,	and	after	a	live	music	event.	They	
represented	 and	 analysed	 the	 flow	 of	 general	 emotions;	 however	 ,their	 definitions	 of	
emotions	 tried	 to	 cover	 the	 general	 state	 of	 participants.	 The	 studies	 were	 useful	 for	
definition	 of	 terms	 but	 missing	 in	 the	 study	 of	 music	 were	 details	 linking	 specific	
description	 and	 specific	 emotions.	 In	 a	 further	 analysis,	 Wood	 (2015)	 explored	 the	
relation	between	specific	emotions	with	empiric	psychophysical	measurements	and	they	
share	 ideas	about	 	how	memory	of	 the	experience	might	distort	 the	 results.	 She	applied	
the	Richins	(1997)	scale	proposal	of	emotions27	during	the	experience	which	set	the	basis	
on	 the	 consumption	 experience	 of	 the	 attendant.	 These	 emotions	 as	 defined	 by	 Richins	
consisted	in	"directly	experienced	emotions	that	result	from	the	consumption	of	products.	
They	 exclude	 vicarious	 (or	 "aesthetic")	 emotions	 associated	with	 artistic	works	 such	 as	
books,	plays,	and	movies	or	that	may	be	 induced	by	advertising.	The	arts	can	 invoke	the	
entire	 range	 of	 emotion,	 and	 an	 instrument	 that	 covers	 this	 broad	 range	 would	 be	








the	 evaluation	 of	 experience	 in	 the	 interest	 of	 the	 marketing	 strategies,	 the	 tourism	
development	or	 the	aid	 for	 the	organizers	and	consequently	diminished	the	effect	of	 the	









festival	 experience	 which	 is	 the	 enjoyment	 or	 the	 overall	 experience	 of	 a	 live	 music	
performance	in	a	social	context.	Then,	it	might	be	included	in	the	evaluation	of	the	music	
festival	experience,	the	evaluation	of	the	emotions	elicited	by	music	through	a	scale	based	
on	 the	 centrality	 of	 the	 event	 which	 is	 music	 itself.	 The	 GEMS	 scales,	 as	 articulated	 in	
Zentner	et	al.	 (2008),	 can	be	used	as	a	helpful	 tool	 in	a	 situation	 like	 the	one	we’ve	 just	
described.	Furthermore,	the	music	festival	experience	–	as	explained	in	chapter	2,	section	
2.3	 –	 is	 based	 in	 specific	 constituting	 facets.	 These	 facets	were	 identified	by	Packer	 and	
Ballantyne	 (2011)	 as:	 the	 music	 experience,	 the	 social	 experience,	 the	 separation	
experience,	and	the	festival	experience.	Which,	as	explained	before	(in	chapter	2,	section	
2.3),	the	most	important	was	the	music	experience	due	its	centrality	described	in	Packer	&		
Ballantyne	 (2011).	 In	 addition,	 these	 four	 basic	 facets	 of	 the	 music	 festival	 experience	
might	 be	 complemented	 with	 the	 facet	 "experiencing	 novelty"	 identified	 by	 several	
authors	(Clawson	&	Knetsch,	1966;	 Jago	and	Shaw,1998;	Geus	et	al..	2016).	As	argued	 in	
chapter	2,	section	2.3,	these	five	facets	can	be	understood	as	the	basis	of	the	experience	of	
the	 festival,	 and	 therefore,	 the	 origin	 of	 the	 emotions	 in	 the	 music	 festival	 experience.	
Consequently,	 it	 might	 be	 feasible	 and	 necessary	 to	 construct	 a	 new	 scale	 or	 set	 of	





or	 indicator	 should	 include	 the	 GEMS-9	 list	 with	 the	 consideration	 of	 the	 origin	 of	
emotions	or	 the	key	elements	which	constructed	 the	music	 festival	 experience	 that	may	
affect	the	emotions.		
As	 suggested	by	Woosnam	et	 al.(2014),	 the	analysis	might	be	united	with	 the	perceived	
intangible	impacts	of	the	festivals.	Their	study	joins	the	analysis	of	emotions	and	the	social	




might	 set	 the	 relation	between	 the	evaluation	of	 the	 cultural	 impacts	 and	 the	emotional	
outcome	of	the	music	festival	experience.	
However,	it	may	be	argued	that	one	domain-specific	scale	of	emotions	like	the	GEMS	might	




one	possible	way	 to	assess	 this	effect	 is	 to	 consider	multiple	origins	 for	 these	emotions.	
However,	 the	experience	of	 the	 festival	may	combine	 	 sources	of	emotions,	 for	example:	
the	 emotional	 contagion	 due	 to	 the	 social	 experience	 mentioned	 by	 Lundqvist	 	 et	 al.	
(2008),	the	appraisal	processes	(Koelsch,	2015),	or	the	activation	of	past	experiences	with	
music	or	 in	other	 live	 events	 (Wood	and	Kenyon,	2018).	 Specifically,	music	 festivals	 are	
meant	 to	 be	 unique	 and	 remarkable	 experiences	 that	 may	 produce	 intense	 individual	





engagement	 demonstrated	 to	 be	 essential	 in	 a	 heterogeneous	 set	 of	 events	 evaluated.	
Moreover,	most	cultural	events	contain	a	cultural	expression	or	main	artwork	that	may	be	
analysed	 through	 specific	 emotions	 scales.	 But	 also,	 the	 concept	 of	 "deep	 feelings"	 or	
"altered	state	of	consciousness"	presented	with		music	is	not	exclusive	of	this	domain,	its	
analysis	 can	be	evaluated	 in	other	 contexts	or	 cultural	 expressions:	 	 in	dance	 (Hefferon,	
2007);	in	theatres	(Boerner	et	al.	2010,	Bakker,	2005);	in	sport	(Ravizza,	1977);	in	cinema	
(Hanich,	2018).	Furthermore,	the	event	experience	centred	in	specific	artworks	may	offer	
specific	 details	 constituting	 the	 experience	 that	 might	 be	 understood	 as	 the	 basis	 or	
sources	of	the	emotions.	Therefore,	it	can	be	conceptualized	as	a	generic	tool	to	evaluate	















• Specifically,	 in	 the	 context	 of	 the	 music	 festival,	 this	 new	 tool	 might	 be	
complemented	 with	 the	 basic	 elements	 of	 the	 music	 festival	 experience	
understood	 in	 chapter	2,	 section	2.3.2,	 in	which	 five	 elements	 -	 based	on	Packer	
and	Ballantyne	 (2011)	and	Geus	et	al..	 (2016)	were	 identified:	music	experience,	
social	 experience,	 separation	 experience,	 festival	 experience	 and	 experiencing	
newness.	These	five	elements	can	be	considered	as	the	basis	of	the	emotions	or	the	
origin	of	emotions	due	to	the	overall	music	festival	experience	of	the	festival-goer.	
• These	 elements	 of	 this	 new	 tool	 should	 comprehend	 those	 unique	 or	 peak	
moments	 of	 emotional	 intensity	 naturally	 linked	 to	 the	 experience	 of	music	 that	
might	be	present	in	the	music	festival	experience.	
The	 following	 section	 aims	 to	 collect	 the	 consideration	 of	 these	 'peak	 experiences'	 and	




a	unique	scale	might	produce	biased	and	 limited	results	 for	the	evaluation	of	 the	overall	
set	 of	 emotional	 responses	 in	 the	 context	 of	 the	 music	 festival	 experience.	 So,	 and	 as	
presented	 in	 the	 first	 section,	 emotions	may	connect	with	what	Archer	 (2004)	 stated	as	
"the	 commentaries	 upon	 concerns"	 which	 refers	 to	 a	 profound	 sense	 of	 emotions	
connecting	with	one's	 identity.	Later	on,	she	also	explained	the	 impossibility	of	 trying	to	
create	 a	 taxonomy	 of	 emotions	 because	 this	 would	 be	 a	 "naive	 nominalism	 (...).	 Since	
synonyms	can	proliferate	and	the	narcissism	of	small	differences	may	flourish,	we	should	
be	duly	cautious	in	assuming	that	each	appellation	connotes	a	different	experience,	just	as	
we	 should	 beware	 of	 thinking	 that	 the	 absence	 of	 a	 name	 in	 certain	 cultures	 implies	 a	
corresponding	 absence	 of	 a	 feeling"	 (Archer,	 2004,	 p.197).	 Of	 course,	 her	 perspective	
comprehended	 a	 wider	 view	 different	 from	 this	 dissertation.	 However,	 her	 perspective	
should	 bring	 some	 other	 approaches	 in	 the	 aim	 to	 include	 this	 profound	 sense	 of	
emotions.	
As	 presented	 in	 the	 precedent	 section,	 music	 festivals	 have	 the	 capability	 to	 generate	
special	 moments	 or	 unique	 experiences	 to	 the	 attendees.	 These	 special	 moments	
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generated	 in	 the	music	 festival	might	be	 the	origin	of	 intense	experiences	 related	 to	 the	
music	and	to	the	overall	experience	 in	the	festival.	These	points	 in	time	related	to	music	
are	 well-known	 by	 scholars	 and	 might	 be	 a	 representative	 consideration	 of	 a	 wider	
comprehension	 of	 music-elicited	 emotions.	 In	 the	 initial	 stages	 they	 were	 considered	
under	the	name	of	"peak	experiences"	(Leach,	1962)	or	under	the	wide	concept	of	"strong	
music	 experiences"	 (Gabrielsson,	2002).	The	next	 subsection	elaborates	on	 the	different	
definitions	proposed	by	scholars.	
3.3.1 Peak	experiences	






62)	 which	 introduced	 an	 straight-forward	 definition	 as	 following:	 "highly-valued	








individuals	 to	describe:	 "the	most	wonderful	 experience	of	 your	 life;	 happiest	moments,	
ecstatic	moments,	moments	 of	 rapture,	 perhaps	 from	being	 in	 love,	 of	 from	 listening	 to	
music,	 or	 suddenly	 being	 hit'	 by	 a	 book	 or	 a	 painting,	 or	 from	 some	 great	 creative	
moment"	 (Maslow,'	 1968,	 p.	 71).	 The	 results	 were	 compared	with	 other	 self-reports	 in	
which	 another	 50	 persons	 reported	 among	 their	 own	 peak	 experiences.	 In	 addition,	 he	
analysed	literature	on	the	topics	of	mysticism,	religion,	art	and	love	which	summarized	in	









intrinsic	 positive	 value30,	 self-transcendence31,	 sometimes	 the	 experience	was	 described	
as	sacred.	Furthermore,	in	his	analysis,	he	identified	therapeutic	psychological	effects	such	
as	 cited	 in	 Gabrielsson	 (2003,	 p.	 159):	 "change	 of	 a	 person's	 view	 of	 himself,	 of	 other	
people	 and	 of	 the	 world;	 and	 a	 release	 for	 greater	 creativity".	 Therefore,	 these	 unique	
specific	moments	may	be	occasioned	by	specific	triggers	that	should	be	identified	in	order	
to	find	them	and	improve	the	life	of	individuals.	
These	 experiences	 had	 different	 triggers	 but	 Maslow	 remarked	 mainly	 two:	 "the	 two	
easiest	ways	 of	 getting	 peak	 experiences	 are	 through	music	 and	 through	 sex"	 (Maslow,	
1976a,	 p.	 169).	 He	 also	 included	 dancing	 in	music,	 however	 the	main	 peak	 experiences	
related	to	music	appeared	from	classical	music.	Panzarella	(1980)	deepened	the	research	





contained	 different	 phenomena	 and	 can	 be	 listed	 as:	 physical	 reactions,	 a	 change	 of	
perception	of	the	surroundings,	and	a	merging	with	the	aesthetic	object	or	piece	of	music			
Although	 in	 the	analysis	of	Panzarella,	we	can	observe	 results	 for	 the	 comprehension	of	
this	 phenomenon.	 This	 analysis	 was	 centred	 on	 the	 artist's	 perspective	 and	 with	 two	
artistic	 expressions	 (music	 and	 visual	 arts)	 which	 differs	 from	 the	 perspective	 of	 the	
present	 thesis.	 However,	 the	 reports	 on	 music	 from	 the	 individuals	 were	 not	 only	 in	
classical	music	they	also	included	experiences	with	folk	or	rock'n'roll	songs.	As	introduced	
previously,	 the	 music	 was	 a	 trigger	 of	 the	 peak	 experiences	 as	 pointed	 by	 Maslow	
(1964,1971).	 This	weight	 of	music	 in	 activating	 these	 experiences	was	 also	 analysed	by	
Laski	 (1961)	 and	 Hay	 (1990)	 demonstrating	 this	 potentiality	 of	 music	 in	 the	 listeners	
																																								 																					




32	These	 terms	 are	 widely	 described	 in	 Gabrielsson	 (2003,	 P.159-160):	 1)	 Renewal	 ecstasy,	 an	
altered	perception	of	the	world.	"The	world	is	better,	more	beautiful	than	had	been	thought	before.	
It	contains	the	tragic	and	flawed,	but	this	does	not	alter	its	goodness"	(ibid.,	p.	73).	This	factor	was	
more	pronounced	 in	 the	visual	art	 reports	 than	 in	 the	music	reports.	 It	may	create	motivation	 to	
produce	music	or	visual	art.	2)	Motor-sensory	ecstasy,	physical	 responses	 (changes	 in	heart	 rate,	
breathing,	 posture	 or	 locomotion,	 presence	 of	 shivers,	 chills,	 tinglings	 etc)	 and	 quasi-physical	
responses	 (e.g.,	 feeling	 "high",	 "floating").	This	 factor	was	more	pronounced	 in	 the	music	 reports	
than	 in	 the	 visual	 art	 reports.	 3)	Withdrawal	 ecstasy,	 loss	 of	 contact	with	 both	 the	 physical	 and	
social	 environment,	 "attention	 is	 riveted	 to	 the	 aesthetic	 stimulus"	 (ibid.,p.	 76).	 'This	 factor	was	




though	mainly	 in	 classical	 and	 religious	music	 exposure.	 Therefore,	 it	 is	 remarkable	 the	
role	of	music	in	the	origin	of	these	peak	experiences.	
This	 perspective	 of	 analysis	 from	 the	 artist	was	 also	 described	 in	 the	 description	 of	 the	
'flow'	 experience	 in	 Csikszentmihalyi	 (1990).	 This	 concept	 contain	 similarities	 with	 the	




a	 "process	 of	 optimal	 experience"	 (ibid.	 p.816).	 This	 experience	 has	 been	 evaluated	 in	
different	context	such	as	leisure/work	activities	(Csikszentmihalyi	and	Lefevbre,	1989),	to	







special	 moments	 which	 might	 be	 expressed	 in	 physical,	 cognitive,	 transcendental	 or	
strong	 experiences	 whether	 they	 called	 peak	 experiences	 or	 flow.	 However,	 a	 much	
systematic	and	wide	analysis	was	provided	by	the	descriptive	work	of	Gabrielsson	(2001,	
2002,	 2011)	 which	 took	 the	 precedent	 studies	 of	 Maslow,	 Panzarella	 and	 Laski	 into	
consideration	 but	 not	 restricted	 to	 classical	 music	 and	 with	 an	 open	 approach	 in	 the	
methodology.	Whereas	Maslow	and	Panzarella	provided	a	positive	or	 joyous	experience,	




Gabrielsson,	 in	 his	 book	 of	 Strong	 Experiences	 related	 to	 Music	 (Gabrielsson,	 2011)	
integrated	a	descriptive	system	for	 the	recognition	of	 the	experience	of	music	 through	a	
qualitative	analysis	asking	the	interviewer	to	describe	"strongest,	most	intense	experience	
of	 music	 	 that	 they	 have	 ever	 had"	 (Gabrielsson,	 2010;	 p.551).	 The	 statements	 were	
																																								 																					





classified	 into	 seven	 main	 categories:	 general	 characteristics,	 physical	 reaction	 and	
behaviour,	 perception,	 cognition,	 feelings	 and	 emotions,	 existential	 and	 transcendental	
aspects,	 and	personal	 and	 social	 aspects.	These	 last	 two	 categories	 introduced	effects	of	
this	experience	which	 indicated	 long	 term	effects.	 In	addition,	 the	category	of	existential	
and	 transcendental	 aspects	 contained	 elements	 relevant	 for	 the	 construction	 of	 the	
personal	identity,	about	the	meaning	of	the	personal	existence,	and	the	appreciation	of	the	
oneself.		
The	 SMEs	 categories	 were	 induced	 from	 a	 content	 analysis	 of	 the	 statements	 of	 900	
respondents.	The	majority	were	women	(62%)	with	a	wide	representation	of	ages	(there	
were	 between	 10	 to	 90	 years	 old).	 As	 it	 can	 be	 imagined,	 the	 results	 were	 so	
heterogeneous	 and	 the	music	preferences	differed	 a	 lot	 between	 ages.	 The	 analysis	was	
provided	by	two	researchers	with	the	resulting	in	the	aforementioned	7	main	categories.		
The	numerous	 subcategories	which	 converted	 into	 the	SMEs	and	provided	 	 a	 consistent	
way	to	understand	these	special	experiences.	However,	it	is	hard	to	analyse	the	existence	
of	these	experiences	in	these	conceptualizations	since	it	is	hard	to	apply	in	the	context	of	a	
live	 event	 or	 music	 festival	 in	 a	 reduced	 format.	 In	 further	 studies,	 Lamont	 (2011	 and	
2012)	 was	 able	 to	 relate	 the	 existence	 of	 SMEs	 and	 the	 increase	 of	 well-being	 and	 the	
potentiality	to	generate	positive	memories.	These	were	in	some	content	of	the	statements	
constituting	 the	SMEs	which	 confirmed	 that	music	was	a	way	of,	 for	 instance:	 to	 relieve	
the	pain;	 alleviate	 grief;	 provide	 freedom	 to	undisclosed	 thoughts	 and	 feelings;	 increase	
self-esteem	and	self-understanding.	Then,	SMEs	contained	topics	related	to	an	experience	
which	caused	an	 impact	on	personal	 identity	 in	the	 long-term	and	with	an	unforgettable	
intensity.	These	characteristics	of	these	experiences	might	be	relevant	for	the	analysis	of	
the	 intensity	 of	 the	 experience	 in	 relation	 with	 other	 types	 of	 impacts,	 including	 the	
cultural	 or	 social	 impacts	 of	 the	music	 festivals.	 Specifically,	 and	 as	 shown	 in	 chapter	1,	




moments	 or	 "strong	 experiences	 with	 music,"	 it	 is	 understood	 in	 the	 context	 of	 how	
emotions	 have	 an	 effect	 on	 the	 processes	 of	 cultural	 identification	 of	 individuals.	 This	
requires	 understanding,	 in	 the	 line	 of	 Archer	 (2004),	 emotions	 as	 deep	 "commentaries	
upon	concerns"	 that	may	be	expressed	with	deep	and	 intense	 states	or	 "altered	 state	of	
consciousness"	 that	 may	 be	 related	 to	 different	 features	 of	 the	 cultural	 identity	 of	
individuals.	This	unique	and	specific	"altered	states"	can	be	linked	with	the	later	study	of	
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Schäfer,	 Smukalla	 and	 Oekler	 (2014)	 in	 their	 interest	 to	 understand	 the	 changes	 of	
perceptions,	time,	thinking	that	may	be	remarkable	in	the	life	of	the	listeners.	
3.3.3 Intense	Music	Experiences	(IME)	
Schäfer	 et	 al.	 (2014)	 developed	 a	 further	 analysis	 based	 on	 the	 SMEs,	 deepening	 the	
concept	of	"unitive	consciousness"	appeared	in	Maslow(1964)	in	relation	with	music	and	
which	was	 related	 to	 a	 topic	of	 interest	of	 several	 other	 researchers	 as	 "altered	 state	of	
consciousness"	 (Baldemair,	 2003;	 Becker,	 2010;	 Gabrielsson,	 2011;	 Hess,	 Fachner,	 &	
Rittner,	 2009).	 This	 altered	 state	 of	 consciousness	 was	 interpreted	 or	 considered	 as	
intense	 music	 experiences	 (IMEs).	 The	 basis	 of	 the	 definition	 of	 this	 "altered	 state	 of	
consciousness"	was	based	in	Vaitl	(2007,	p.	46)	as	“temporal	changes	in	the	whole	pattern	
of	 subjective	 experience	 that	 make	 the	 person	 believe	 her	 mental	 functions	 are	
significantly	 different	 from	 general	 norms	 of	 the	 ordinary	 state	 of	 consciousness."	 As	
summarized	in	Schäfer	et	al..(2014)	"changes	refer	to	perception	(hallucinations,	illusions,	
synaesthesia),	 time	 perception,	 thinking	 and	 experience	 of	 meaning,	 body	 image,	 and	
positive	or	negative	emotions."	These	changes	are	described	also	in	many	categories	of	the	
SEM	system	but	,	in	here,	with	the	consideration	that	music	constitutes	"a	mental	mode	of	
transportation"	 (Fachner,	 2007,	 p.	 8),	 then	 music	 not	 only	 induce	 this	 altered	 state	 of	
consciousness	 but	 also,	 in	 words	 of	 Schäfer	 et	 al.	 (2014)	 "	 maintain	 such	 states,	 to	





stands	 out	 from	usual	 experiences	 because	 of	 its	 quality;	 it	 is	 characterized	 by	 changed	
perception,	deep	feelings,	and	an	intense	physical	reaction."	They	approached	the	analysis	
of	the	IMEs	through	a	grounded	theory	in	order	to	develop	it	 from	the	experience	of	the	
listener,	 and	 constituted	 in	 "how	 can	 change	 and	 shape	 people's	 lives"	 in	 the	 long-term	
from	the	perspective	of	the	individuals.	They	interviewed	people	who	had	the	IMEs	during	




was	constructed	and	developed.	 It	 is	represented	as	a	process	 in	Graphic	3	which	 in	 the	







The	 IME	supercategory	referred	to	 the	specific	moment	of	 these	unusual	experiences.	 In	
their	 analysis,	 they	 induced	 four	 main	 categories	 constituting	 the	 IME	 which	 are:	 (1)	
altered	state	of	consciousness,(2)	feelings,	(3)	thoughts	and	(4)	harmony.		
The	first	category	(1)	was	composed	by	four	subcategories:	oceanic	experiences,	visionary	
restructuring,	 anxiety-free	dissolution	of	 the	 I34.	 These	 four	 subcategories	were	 adopted	
from	 the	 Dittrich's(1996)35	understanding	 of	 altered	 state	 of	 consciousness	 because	 the	
definitions	 of	 the	 listeners	 matched	 almost	 perfectly	 his	 definition.	 This	 matching	 with	
Dittrich's	definition	lead	to	describe	the	IME	as,	mainly,	an	altered	state	of	consciousness.	
The	category	 (2)	 "Feelings'	 '	described	 the	 IME	as	mainly	an	affective	response	whereas	
"Thoughts"	 mainly	 described	 the	 absence	 of	 thoughts	 or	 an	 opportunity	 to	 start	 a	
reflection	 due	 to	 the	 listening.	 The	 category	 harmony	 is	 the	 culmination	 of	 the	 IME,	
defined	 as	 a	 state	 of	 perfection,	 completeness	 and	 self-realization.	 The	 altered	 state	 of	




the	 shift	 between	 the	 IME	 and	 coming	 back	 to	 reality	 constituted	 with	 the	 category	
disharmony	
Therefore	 the	 four	 categories	 pending	 from	 the	 IME	 -	 altered	 state	 of	 consciousness,	




experience	of	harmony	during	 the	 IME	and	 the	experience	of	disharmony	afterward	 left	




35	Dittrich	 (1996)	generated	 three	core	categories	 resulting	 from	his	studies:	oceanic	experiences	
understood	as	being	at	one	with	oneself	and	with	the	world	or	being	freed	from	restrictions	of	time	
and	space,	 anticipating	a	higher	 truth;	anxious	dissolution	of	 the	 I	understood	as	 the	 loss	of	 self-
control	 and	 reality	 control;	 and	 visionary	 restructuring	 understood	 as	 visions,	 optical	
hallucinogenic	phenomena,	synesthesia,	changes	in	the	perception	of	meaning.		
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everything	 to	 repeat	 this	 positive	 experience	 (need	 for	 harmony).	 To	 retain	 this	







grounded	 theory	 from	 the	 statements	 of	 the	 interviewed.	 These	 three	 categories	 were	
founded	 on	 ten	 more	 subcategories,	 as	 said,	 grounded	 in	 the	 statements	 from	 the	


















































These	 categories	 describing	 the	 IME	 are	 specific	 items	 which	 might	 be	 used	 in	 other	
contexts	 where	 music	 is	 experienced	 in	 order	 to	 recognize	 similar	 experiences.	 This	
approach	 brings	 a	 complementary	 perspective	 of	 the	 emotional	 experience	 during	 a	
musical	experience,	in	the	present	dissertation,	during	the	music	festival	experience.	Then,	
the	 IME	 categories	will	 be	 useful	 for	 the	 comprehension	 of	 the	 peak	 experiences	 of	 the	
attendee	during	the	music	 festival.	What	 is	more,	 the	 IME	will	bring	a	description	which	






Moreover,	 the	 identification	 of	 IME	 will	 be	 an	 approach	 in	 the	 description	 of	 the	
"unexpected"	 elements	mentioned	 in	 section	 3.2	 since	 the	 IME	 pretend	 to	 describe."	 an	
unforgettable	 experience	 with	 music	 that	 stands	 out	 from	 usual".	 As	 described	 in	 its	
definition	 the	 IME	 include	 "change	 of	 perception"	 and	 "deep	 feelings"	 which	 might	 be	










the	 perception	 of	 the	 impact.	 This	 may	 also	 apply	 to	 the	 recognition	 of	 the	 aesthetic	
emotions	presented	in	section	3.2.	
As	a	conclusion	of	this	section,	several	points	should	be	remarked:	






• The	 analysis	 of	 peak	 experiences	 has	 developed	 the	 Strong	 Music	 Experiences	





SMEs,	 the	 Intense	Music	Experiences	 (IMEs)	which	describes	 the	 "	unforgettable	
experience	 with	 music	 that	 stands	 out	 from	 usual	 experiences	 because	 of	 its	
quality;	 it	 is	 characterized	 by	 changed	 perception,	 deep	 feelings,	 and	 an	 intense	
physical	reaction".		
• The	 IME	 contributes	 with	 the	 description	 of	 the	 peak	 experience	 with	 the	
consideration	 of	 changes	 of	 perception	 and	 deep	 feelings	which	might	 be	 better	
related	with	the	cultural	identity	of	the	festival-goers.	
• The	 IME	 is	 related	 to	 the	 long	 term	effect	of	 the	experiences.	Then	 it	might	help	
festival	 stakeholders	 to	 comprehend	 how	 these	 experiences	 construct	 a	 loyalty	
basis	of	festival-goers.	
3.4 Final	considerations	
As	 introduced	 in	 section	 3.1,	 emotions	 are	 complex	 and	 contain	 multiple	 mechanisms	
which	 require	 specific	 evaluations	 from	 different	 fields	 of	 research.	 These	 different	
approaches	 helped	 to	 understand	 the	 complexity	 but	 also	 their	 un/consciousness	 and	
their	 capability	 to	 arouse	 unexpectedly.	 Taking	 this	 into	 consideration,	 the	 present	




consider	 in	order	 to	 select	 the	approach	of	analysis	of	emotions.	Then,	as	defined	 in	 the	
first	section,	the	analysis	of	emotion	can	be	analysed	from	the	point	of	view	of	aesthetics.	
These	definitions	implied	the	capability	of	being	recognised	through	a	record	of	emotions	




individuals.	 As	 mentioned	 in	 section	 3.1.,	 these	 processes	 can	 be	 interpreted	 as	 the	
aesthetic	appreciation	that	may	be	start	the	liking	or	appreciation	of	specific	music	forms,	
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songs	 or	 styles,	 the	 pleasure	 of	 enjoying	 a	 music	 performance	 or	 music	 listening.	
Moreover,	emotions	were	recognized	in	precedent	studies	(Bowlby,	1969;	Allport,	1954)	
as	signs	of	belonging	to	specific	groups	or	expressions	of	the	relationships	that	individuals	
affirm	with.	Therefore,	 identifying	aesthetic	emotions	might	help	on	 the	 identification	of	
these	processes	of	cultural	identification	in	relation	with	music.		
Multiple	considerations	can	be	observed	in	the	definition	of	music	emotions	whereas	the	




music	 was	 defined	 through	 a	 rigorous	 research	 work	 of	 Zentner	 et	 al..	 (2008)	 which	
identified	 the	 music	 emotions	 through	 9	 elements.	 They	 are:	 wonder,	 transcendence,	
power,	tenderness,	nostalgia,	sadness,	tension,	joyful	activation	and	peacefulness.	This	list	




the	 origin	 of	 emotions	 or	 the	 existence	 of	 special	 moments	 of	 intensity.	 In	 addition,	
multiple	 tools	 for	 measuring	 or	 evaluating	 the	 emotions	 implied	 in	 live	 events	 were	
proposed	 in	 the	 academic	 literature.	 However,	 these	 multiple	 tools	 to	 recognize	 the	
emotions	 in	 different	 contexts	 that	were	 applied	 in	 the	 live	music	 experience	were	 not	
developed	 on	 the	 perspective	 of	 music-specific	 terms,	 therefore	 the	 centrality	 of	 music	
was	missed.	As	argued	in	section	3.2.2,	 live	music	experiences	require	a	specific	scale	on	
the	 understanding	 of	 emotions	 and	 the	 overall	 affective	 experience	 of	 the	 attendee,	
centred	 in	music,	 since	music	 plays	 a	 protagonist	 role	 in	 the	 experience	 of	 the	 festival.	










As	 introduced	 in	 the	precedent	 chapter,	 and	 in	 section	3.2.2,	 these	elements	of	 this	new	
tool	should	comprehend	those	unique	or	peak	moments	of	emotional	 intensity	naturally	
linked	to	 the	experience	of	music	 that	might	be	present	 in	 the	music	 festival	experience.	
Music	 festivals	 are	 meant	 to	 induce	 unique	 and	 remarkable	 experiences.	 These	 unique	
moments	might	be	related	to	the	festival-goer	in	this	context.	As	explained	in	section	3.3.3,	
the	unique	experiences	with	music	has	been	analysed	under	 the	comprehension	of	peak	
experiences	 which	 are	 long	 analysed	 by	 the	 research	 community.	 The	 analysis	 of	 peak	
experiences	 has	 developed	 the	 Strong	Music	 Experiences	 (SMEs)	 by	 Gabrielsson	 (2001,	
2002)	 and	 they	 helped	 to	 acknowledge	 and	 describe	 these	 experiences	 under	 seven	
categories	 the	 "strongest,	most	 intense	 experience	 of	music"	 and	 generated	 a	wide	 and	
detailed	structure	of	descriptors.	 	 	However,	 the	SMEs	recognition	on	further	research	is	
hardly	applicable	since	it	 is	a	complex	and	wide	structure.	More	recently,	 	Schäfer	 	et	al..	
(2014)	developed,	on	the	basis	of	the	SMEs,	the	Intense	Music	Experiences	(IMEs)	which	
describes	 the	 "unforgettable	 experience	 with	 music	 that	 stands	 out	 from	 usual	
experiences	because	of	its	quality;	it	is	characterized	by	changed	perception,	deep	feelings,	
and	 an	 intense	 physical	 reaction.	 “The	 IME	 remarked	 in	 this	 deeper	 level	 of	 individuals	
that	 might	 be	 related	 with	 the	 definition	 of	 Archer	 (2004)	 in	 which	 emotions	 are	
"commentaries	upon	concerns,"	this	deeper	understanding	it	 is	found	to	be	more	related	
to	 the	 identitarian	 elements	 of	 the	 individual,	 and	 therefore,	 might	 be	 related	 with	 the	
cultural	identity	or	the	processes	related	to	its	development.	
This	new	tool	can	be	generalised	to	every	type	of	cultural	event	when	the	emotion	scale	is						











of	 the	 self	 and	 therefore	 linked	 to	 profound	 meanings.	 These	 two	 elements	 can	 be	
gathered	 in	 a	 unique	 scale	 which	 might	 represent	 the	 emotions	 of	 the	 music	 festival	





experience,	 the	 separation	 experience,	 the	 festival	 experience	 and	 the	 experiencing	






The	 second	 part	 of	 this	 research	 is	 focused	 on	 the	methodological	 framework.	 The	 first	
section	 identifies	 the	 working	 hypotheses,	 the	 steps	 to	 construct	 it,	 and	 proposes	 the	
application	 of	 two	 new	models	 of	 analysis	 (chapter	 4).	 Then	 it	 presents	 the	 models	 of	
analysis	 and	 measurement	 of	 the	 cultural	 impacts	 of	 the	 events	 considering	 the	 key	
element	 of	 emotions	 in	 the	 evaluation	 of	 perceptions	 (chapter	 5).	 In	 chapter	 6,	 the	
methodological	approaches	of	 this	research	are	 theoretically	&	practically	discussed	and	
applied	 in	 three	 cases	 along	 with	 the	 proposed	 model	 of	 analysis	 and	 the	 main	 social	
research	techniques	used	in	this	research.	
As	we	have	seen	in	the	conceptual	framework	presented	in	Part	I,	there	are	many	authors	
who	agree	 that	 the	 analysis	 and	measurement	of	 intangible	 impacts	 that	 arise	when	we	
undertake	the	task	of	measuring	events	can	be	assessed	with	specific	models.	In	fact,	there	
are	 available	 methodologies	 to	 do	 it,	 but	 none	 articulate	 the	 interwoven	 relationship	
between	 the	 emotional	 responses	 measured	 along	 with	 the	 evaluation	 of	 the	 cultural	
impact.	We	 understand	 that	 the	 proposal	 of	 a	 new	model	 is	 not	 only	 a	methodological	
requirement	of	the	research,	but	it	constitutes	a	contribution	to	the	field	of	the	intangibles	
in	the	event	experiences.	
In	 this	 part	 we	 present	 the	 general	 steps	 for	 the	 construction	 of	 the	 Cultural	 Impact	
Perception	 through	 Emotions	 (CIPE)	 model	 of	 analysis	 and	 the	 Emotional	 Impact	 of	
Cultural	Events	(EIE),	and	separate	them	carefully	from	the	methodological	aspects	of	the	
application	to	the	case,	which	will	be	tested	in	chapter	6.	This	option	responds	to	a	desire	




different	 perspectives	 the	 results	 of	 the	 research.	 It	 will	 be	 argued	 and	 concluded	 the	
selection	 of	 the	 impact	 on	 the	 cultural	 identification	 based	 on	 the	 results	 from	 test	
interviews.	Moreover,	acknowledging	the	 limitations	of	 the	test	cases,	the	analysis	of	 the	
data	collected	in	the	three	test	cases	helped	to	develop	certain	criteria	for	the	selection	of	
the	music	festival	selected	which	should	present	two	main	elements	for	the	application	of	
the	 CIPE.	 Firstly,	 the	 event	 should	 focus	 on	music;	 and	 secondly,	 celebrated,	 mainly,	 in	
closed	venues.	In	these	justified	conditions,	Quincena	Musical	festival	in	San	Sebastian	was	



























experiences	 that	 foster	 the	music	 festival.	The	expansion	of	music	 festivals	 is	an	explicit	
manifestation	of	 the	 important	 shift	 of	 the	business	 that	 changed	 to	 rely	on	 the	 sales	of	
recorded	music	to	generate	more	income	selling	concert	or	festival	tickets.	Consequently,	
this	 evolution	 has	 benefitted	 the	 organization	 of	 live	music	 events.	 Then,	 it	 is	 implied	 a	
specific	 intentionality	 of	 the	 different	 stakeholders	 of	 the	 music	 industry	 in	 the	










experience	 in	 the	 music	 festival,	 and	 finally,	 we	 will	 analyse	 the	 intentionality	 of	 the	




From	 the	 point	 of	 view	 of	 music	 psychology,	 the	 prolegomenon	 of	 this	 research	 in	 the	
context	of	live	events	takes	into	account	the	approach	of	Wood	&	Moss	(2015).		Presented	
in	chapter	3,	section	3.2.3,	Wood	&	Moss	analysed	the	general	emotions	of	a	participant	of	




narrows	 	 the	 scope	 within	 the	 context	 of	 Wood	 &	 Moss	 (2015)	 	 and	 centres	 on	 the	
emotions	 of	 the	 experience	 and	 the	 different	 elements	 constituting	 it.	 The	 "experience"	
which	 can	 be	 renamed	 for	 this	 study	 as	 the	 “music	 festival	 experience”	 might	 wide	 its	
sense	 including	 emotions	 emerged	 during	 the	 event.	 As	 explained	 in	 chapter	 2,	 section	
2.3.1,	from	the	perspective	of	the	Event	Studies,	Geus	et	al.	(2016)	defined	their	model	as	
the	 “Event	 Experience	 Scale"	 (EES).	 The	 EES	 defines	 four	 main	 dimensions	 on	 the	
description	 of	 the	 experience	 of	 the	 event:	 the	 affective	 engagement;	 the	 cognitive	
engagement;	 the	 physical	 engagement;	 and	 the	 experiencing	 newness.	 From	 these	 four	





experience"	 should	 be	 related	 with	 the	 concept	 developed	 by	 Packer	 and	 Ballantyne	
(2011)	presented	 in	 chapter	2	 (section	2.3.2).	 Their	 understanding	of	 the	music	 festival	
experience	 contained	 four	main	 facets:	 the	music	 experience;	 the	 social	 experience;	 the	
separation	experience;	and	the	festival	experience.36	These	elements	were	understood	as	
																																								 																					
36	As	 defined	 in	 chapter	 2,	 section	 2.3.2,	 following	 Packer	 and	 Ballantyne	 (2011),	 four	 facets	
constituted	essentially	the	music	festival	experience.	Firstly,	the	music	experience	referred	to	every	
feature	related	to	music,	secondly,	the	social	experience	that	relates	with	the	connection	with	other	
members	 of	 the	 audience,	 or	 the	 feeling	 of	 experiencing	 something	 in	 common	 or	 sense	 of	







experience	 requires	 its	 consideration.	 As	 developed	 in	 chapter	 2	 and	 understood	 in	 the	
description	 of	 Packer	 and	 Ballantyne	 (2011)	 as	 well	 as	 in	 the	 studies	 of	 Brown(2019),	
music	festivals	are	not	“just”	for	music.	As	explained	in	their	research	the	four	facets	are	
the	 basis	 of	 the	 overall	 experience,	 and	 therefore	 in	 the	 consideration	 of	 the	 emotions	
implied	in	the	experience	these	elements	should	be	considered.	As	introduced	previously,	
the	 main	 origin	 of	 emotions	 in	 the	 context	 of	 the	 music	 festival	 should	 be	 considered	
music	 itself,	 however	 this	 origin	 might	 be	 completed	 on	 the	 basis	 of	 the	 four	 facets	
described	 in	 Packer	 and	 Ballantyne	 (2011).	 In	 that	 way,	 the	 origin	 of	 emotions	 in	 this	
context	might	be	understood	 from	 the	 four	basic	experiences:	 the	music	experience,	 the	









Then,	 since	 the	 affective	 engagement	 it	 is	 essential	 for	 the	 event	 experience	 evaluation	
(Geus	 et	 al.	 2016)	 and	 the	 music	 experience	 constituted	 the	 central	 part	 of	 the	 music	
festival	 experience	 (Packer	 and	 Ballantyne,	 2011),	 music	 can	 be	 considered	 the	 main	
source	of	emotions.	However,	this	relevance	is	understood	as	a	source	of	emotions	that	is	





Although,	 this	 consideration	 is	 deduced	 theoretically	 from	 the	 interpretation	 of	 these	
previous	 analyses	 of	 Event	 Studies,	 contrast	 with	 data	 is	 required.	 This	 fact	 introduces	




another	 point	 on	 the	 first	 hypothesis	 that	 should	 be,	 as	 well,	 structured	 as	 a	 sub-
hypothesis	of	research	 in	order	 to	be	contrasted.	This	sub-hypothesis	can	be	stated	as	 it	
follows:	
1.1. Music	 is	 the	main	 source	of	 emotions	during	 the	music	 festival	 experience	more	
relevant	than	the	social	experience,	the	atmosphere	of	the	festival,	the	separation	
experience	and	the	experiencing	newness.	
In	 addition	 to	 the	 relevance	 of	 music	 in	 the	 emotions	 and	 their	 origins	 in	 the	 festival	
experience,	 it	 is	 attached	 in	 the	 study	 of	 intangibles	 related	 to	 music,	 the	 study	 of	 the	
music	 preferences	 of	 the	 festival-goer.	 The	 music	 preferences	 determine	 the	 affective	
reactions	or	 the	pretended	 functions	 attached	 to	 each	music	 style	 of	 each	 individual.	As	
developed	 in	 chapter	 2	 (section	 2.1.1),	 music	 preferences	 can	 be	 identified	 through	
different	 conceptual	 approaches	 and	 therefore	 can	 help	 to	 understand	 how	 music	
experiences	may	start	different	processes	of	cultural	identification	for	the	individuals	with	
other	 individuals	 over	 a	 variety	 of	 different	 	 cultural	 representations.	 This	 role	 of	 the	
music	preferences	can	be	determined	in	the	evaluation	of	the	cultural	impacts	related	with	
the	cultural	identity	as	recognized	in	chapter	1,	section	1.3.	Along	with	that,	and	due	to	the	
relevance	 of	 music	 in	 the	 festival,	 the	 evaluation	 of	 the	 music	 preferences	 should	 be	
assessed.	 Music	 preference	 may	 influence	 the	 intensity	 of	 the	 emotions	 felt	 in	 the	
experience	of	the	festival	or	specific	elements	of	the	cultural	identity	of	the	festival-goers.	
Therefore	another	sub-hypothesis	pending	from	the	first	can	be	stated:	




or	 the	 related	 characteristics	 of	 its	 symbolic	 significance	 related	 to	 the	 music	 festival.	
These	characteristics	may	help	to	understand	the	cultural	capital	attached	to	the	festival	
and	 the	 intangible	 attached	 to	 a	 specific	 event.	 Therefore,	 the	 analysis	 of	 the	
characteristics	 and	 history	 of	 the	 event	might	 help	 in	 the	 understanding	 of	 the	 cultural	
significance	for	the	attendees.	
What	 is	 also	 a	 key	 concept	 for	 the	 analysis	 of	 the	 hypotheses	 is	 the	 definition	 of	 the	
cultural	 impacts	due	 to	 the	experience	of	 the	music	 festival.	As	 introduced	 in	 chapter	1,	
section	 1.3,	 the	 assessment	 of	 the	 cultural	 impacts	 can	 be	 analysed	 through	 existent	





attendant	 identifying	 a	 set	 of	 impacts	 and	 their	 relationship	 with	 the	 organizers	
intentionality.	 She	 summarized	 the	 existent	 models	 of	 impacts	 related	 to	 culture	 and	
proposed	a	set	of	impacts	based	on	the	perceptions	of	the	attendants	as	Small	et	al.	(2005)	
recommended.	 She	 proposed	 the	 evaluation	 of	 the	 cultural	 impacts	 through	 a	
classification	 of	 different	 concepts	 through	 the	 proposal	 the	 Cultural	 Impact	 Perception	




cultural)	defined	 in	chapter	1,	 section	1.3.	The	definition	of	perception	(of	an	 impact)	 in	
Small	et	al.	(2005)	or	 in	Colombo	(2016)	was	based	on	four	variables:	 the	existence;	 the	




perceptions	 with	 the	 emotional	 responses	 of	 the	 individual	 in	 the	 experience	 of	 the	
cultural	event.	 In	 that	way	 it	can	be	understood	how	the	 intensity	of	each	cultural	event	
might	be	constructed.	
This	comprehension	of	perception	based	on	emotions	examined	through	the	context	of	the	






5.	 This	 model	 of	 analysis	 can	 study	 the	 elements	 presented	 in	 the	 hypotheses	 and	
therefore,	answer	the	research	questions.	
From	 the	 side	 of	 the	 emotions,	 and	 as	 presented	 in	 chapter	 3,	 section	 3.4,	 the	 use	 of	
domain-specific	 scales	 for	 the	 evaluation	of	 specific	 emotions	of	 the	 artwork	exposed	 in	
each	cultural	event	might	be	appropriated	for	the	assessment	of	the	emotional	outcome.	In	






emotion	 domain-specific	 scale	 is	 centred	 on	 the	 artwork	 of	 the	 event,	 the	 origin	 of	 the	
emotions	are	based	on	the	facets	or	features	specific	of	the	event	and	the	peak	experiences	
will	 refer	 to	 the	main	 artwork	 of	 the	 event.	 This	model	 of	 analysis	 of	 emotions	will	 be	
presented	in	chapter	5,	section	5.2.1.	
These	 two	models	 could	 frame	 the	 relation	between	 the	 intensity	of	 the	 cultural	 impact	
with	the	construction	of	the	perception	based	on	the	emotions	of	the	participant.	Then,	it	
is	important	to	understand	the	relationship	between	the	intensity	of	the	emotions	with	the	
intensity	 of	 the	 cultural	 impact	 contained	 in	 the	 CIP.	 Moreover,	 this	 relationship	 of	
intensities	 needs	 a	 specific	 operationalization	 that,	 as	 will	 be	 explained	 in	 chapter	 5,	 it	
requires	a	new	model	of	evaluation	of	emotions	in	the	context	of	the	music	festivals.		
From	 another	 perspective	 –	as	 introduced	 previously	 and	 detailed	 in	 chapter	 2	 (section	
2.2.1)	 –	 the	 music	 industry	 changed	 drastically	 in	 the	 last	 decades.	 This	 industry	 is	
interested	 in	organizing	more	 live	events	and	obtaining	more	revenues	 from	live	events.	
Attendants	 of	 live	music	 events	may	 have	 different	 intangible	 impacts	 that	may	 have	 a	
further	 effect	 on	 their	 cultural	 decisions	 or	 cultural	 affinities.	 In	 comparison,	 the	
organizers	 or	 other	 stakeholders	 of	 the	 music	 festivals	 might	 be	 interested	 in	 other	
impacts	or	moreover,	 looking	only	 for	 the	profitability	of	 the	products.	Consequently,	 as	
argued	 in	 Chapter	 1	 section	 1.5,	 the	 assessment	 of	 the	 cultural	 impacts	 in	 relation	with	
emotions	 in	 the	 context	 of	 live	 music	 experiences	 became	 crucial	 to	 understand	 which	
culture	 is	shaping	the	massive	organization	of	music	events.	Moreover,	how	pursued	are	
the	different	 intangible	 impacts	but	also	 the	emotions	attached	to	 their	perceptions.	The	
intentionality	implied	in	the	organization	of	music	festivals	should	be	assessed	in	order	to	
understand	 the	objectives	behind	 these	music	 festivals.	Therefore,	 the	 identification	and	
understanding	of	these	impacts	of	the	music	festival	experience	in	the	attendees	may	aid	
on	 the	 understanding	 of	 the	 effects	 of	 these	 intended	 events.	 Then,	 the	 structure	 of	 the	
study	 of	 the	 intentionality	 included	 in	 the	 model	 of	 analysis	 of	 the	 CIP	 from	 Colombo	
(2016)	is,	again,	valuable	for	the	present	dissertation	
Additionally,	 we	 suggest	 the	 musical	 festival	 experience	 may	 provoke	 an	 emotional	










be	 intensified	 through	 emotions	 along	with	 the	 intended	objectives	 of	 the	organizers	 or	
the	intentionality	in	the	cultural	impacts.	In	other	words,	this	new	models	will	help	in	the	
understanding	of	how	the	 intensity	defined	 in	 the	CIP	can	be	related	with	the	emotional	
intensity	in	the	context	of	cultural	events.	
As	a	summary	of	the	precedent	conceptual	development	of	part	I	and	for	the	evaluation	of	





• The	 music	 preferences	 of	 the	 individuals	 may	 help	 to	 analyse	 the	 affective	
responses	 in	 the	 context	 of	 the	 music	 festivals	 to	 set	 a	 relation	 with	 different	
cultural	identitarian	processes.		
• The	 evaluation	 of	 the	 origin	 of	 the	 emotions	 can	 be	 based	 on	 the	 five	 factors	




• The	 evaluation	 of	 the	 intentionality	 of	 the	 music	 festival	 organizers	 from	 the	
perspective	of	the	cultural	impacts.	
• The	 model	 of	 analysis	 Cultural	 Impact	 Perception	 (CIP)	 proposed	 by	 Colombo	
(2016)	can	provide	the	identification	of	specific	cultural	impacts	in	context	of	the	
event	experience.	However,	a	new	model	of	analysis	is	required	to	understand	the	
relation	 between	 the	 intensity	 of	 the	 cultural	 impacts	 and	 the	 emotions	 of	 the	




This	 tool	will	 analyse	 the	music-induced	emotions	 through	music-domain	 scales,	
the	 origin	 of	 them	 -on	 the	 basis	 of	 the	 music	 festival	 experience-	 and	 the	
evaluation	of	peak	experiences	with	music.	
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• The	 intentionality	 of	 the	 organizers	 can	 be	 evaluated	 through	 the	 original	
structure	of	the	CIP	and	set	in	relation	with	the	emotional	impact.	
These	basics	 elements	 constitute	 the	new	model	of	 analysis	 on	 the	basis	 of	 the	CIP	 that	
will	 be	 further	 explained	 in	 chapter	 5,	 section	 5.3.	 Essentially,	 this	 new	 model	 will	
maintain	 the	 structure	 of	 the	 CIP	 but	 include	 the	 consideration	 of	 emotions	 in	 the	
evaluation	 of	 the	 perception.	 Then,	 as	 it	 has	 been	 presented	 in	 chapter	 1,	 the	 CIP	
(Colombo,	2016)	proposed	a	specific	way	to	identify	five	different	cultural	impacts.	These	
cultural	 impacts	 evaluated	 different	 features	 of	 culture	 on	 its	 benefits	 and	 costs.	 She	
identified,	 based	 on	 multiple	 authors,	 these	 cultural	 impacts,	 namely:	
information/disinformation;	 tradition/loss	 tradition;	 construction/deconstruction	 of	 the	
cultural	 identity;	 integration/	 ghetto	 creation	 or	 social	 cohesion/exclusion.	 In	 addition,	
and	 as	 mentioned	 before,	 the	 CIP	 includes	 a	 framework	 for	 the	 analysis	 of	 the	
intentionality	of	each	cultural	impact.	Therefore,	the	new	model	based	on	the	CIP	will	be	
able	to	analyse	the	intentionality	and	the	emotions	implied	in	the	experience	of	the	festival	
in	 relation	 with	 the	 cultural	 impacts	 perceived	 by	 the	 festival-goer.	 In	 that	 way,	 the	
hypotheses	can	be	evaluated	with	a	specific	and	customized	model	of	analysis.	






and	 specification	 for	 each	 event.	 Every	 artwork	 requires	 a	 domain-specific	 scale	 of	
emotions	that	fits	the	analysis	of	the	individual	who	is	enjoying	the	work	of	art.	In	the	case	




specifies	 the	 structure	 of	 the	 research	 with	 different	 steps	 for	 the	 operativization	 and	
application	of	the	new	proposed	models	of	analysis	
4.2 Structure	of	the	research	










In	 the	 first	 stage	 it	 is	 shown	how	 the	Cultural	 Impact	Perception	 (CIP)	–	as	proposed	 in	
Colombo	 (2016)	 –	 can	 be	 specified	 for	 the	 analysis	 of	 music	 festivals	 including	 the	
evaluation	of	emotions.	This	stage	is	presented	in	chapter	5	and	it	defines	the	new	models	
of	 analysis.	 As	 presented	 previously,	 this	 includes	 the	 evaluation	 of	 emotions	 as	
constitutive	elements	of	the	subjective	perceptions	of	the	participants	of	a	cultural	event.	
This	 resulted	 from	 the	 understanding	 of	 cultural	 events	 as	 generators	 of	 pleasant	
emotions	 and,	 as	 mentioned	 before,	 related	 with	 the	 evaluation	 of	 emotions	 through	
another	specific	tool.	The	evaluation	of	emotions	can	be	done	through	specific	scales,	peak	
experiences	 and	 the	 consideration	of	 the	origin	of	 emotions.	The	new	model	 of	 analysis	
composed	with	these	elements	 is	proposed	for	generic	events	with	the	aim	to	assess	the	
emotional	 outcome	 of	 the	 event.	 Theoretically,	 this	 model	 allows	 measurement	 of	 the	
emotional	outcome	of	the	cultural	events	looking	specifically	at	the	origin	of	emotions,	the	
emotions	 and	 the	 peak	 experiences	 related	 with	 the	 artwork	 or	 the	 event.	 	 In	 its	
specification	for	music	festivals,	this	model	will	evaluate	the	origin	of	the	emotions	thanks	
to	 the	 overall	 experience	 of	 the	 music	 festival,	 the	 emotions	 centred	 in	 music	 and	 the	
evaluation	of	the	peak	experiences	in	this	context.	
In	addition,	the	analysis	of	the	five	cultural	impacts	defined	in	the	CIP	will	be	narrowed	on	
the	 impact	 of	 the	 construction	 of	 the	 cultural	 identity	 and	 thus	 result	 in	 a	 refined	
conceptual	 definition	 of	 "cultural	 identification".	 This	 redefinition	 of	 the	 impact	 is	
understood	 to	 better	 accommodate	 	 the	different	 concepts	 included	 in	Colombo	 (2016).	




of	analysis	of	 the	emotional	outcome	of	 the	 festival;	redefine	the	CIP	on	the	scope	of	 the	
emotions	and	 into	 the	analysis	of	 the	cultural	 impact	on	 the	construction	of	 the	cultural	
identity	 with	 a	 conceptual	 redefinition;	 and	 thirdly,	 to	 understand	 how	 this	 impact	 is	
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strongly	 related	 with	 the	 elements	 of	 the	 model	 of	 the	 emotional	 evaluation.	 As	 a	
consequence	 of	 the	 definition	 of	 these	 two	 new	 models,	 the	 methodologies	 can	 be	
established	 theoretically	 on	 the	 basis	 of	 the	 variables	 of	 the	 model	 of	 analysis.	 This	
previous	 definition	 of	 the	 two	 different	 models	 specified	 precisely	 names	 the	 variables	
that	 are	 of	 interest	 of	 this	 research.	 Therefore,	 the	 gathering	 methodologies	 have	 to	
articulate	 the	different	modes	 in	which	data	 is	going	 to	be	gathered	 through	the	specific	
independent	variables.	
This	 definition	 of	 the	 two	models	 of	 analysis	 is	 presented	 in	 chapter	 5.	 The	 theoretical	
definition	of	the	gathering	methodologies	is	established	in	chapter	6,	section	6.1.	
4.1.2 Second	 stage.	 Test	 of	 the	 models	 of	 analysis	 centred	 on	 the	 impact	 of	
cultural	identification.	
As	 recommended	 by	 the	 theory	 in	 Event	 Studies	 (Getz,	 2007),	 the	 gathering	 techniques	
should	include	quantitative	and	qualitative	approaches	to	be	able	to	 include	the	nuances	
of	the	specificities	of	every	event.	Three	main	methodologies	were	selected	for	the	test	and	
the	model	 of	 analysis:	 interviews,	 surveys	 and	 digital-visual	 ethnographies	 which	 were	
useful	 methodologies	 and	 are	 described	 in	 chapter	 6	 in	 relation	 with	 the	 conceptual	
framework.	
The	test	process	was	articulated	in	four	main	steps:	
1) The	 first	 consisted	 in	 the	 conceptual	 construction	of	 the	 gathering	methodologies	 in	
the	scope	of	the	two	models	of	analysis	included	in	the	previous	stage.	
2) The	 second	 was	 applying	 interviews	 to	 festival-goers	 and	 organizers	 with	 multiple	
objectives:	
(a) to	check	the	correct	understanding	of	the	core	concepts	of	the	survey;		
(b) to	 justify,	 in	 a	 provisional	 step,	 the	 selection	 of	 the	 cultural	 impact	 on	 the	
construction	of	 the	cultural	 identity	proposed	 in	Colombo	(2016)	and	redefine	 it	
into	the	impact	on	the	cultural	identification.	








3) The	 third	 step	 was	 the	 implementation	 of	 the	 survey	 and	 the	 visual-digital	
ethnography	in	three	types	of	music	festivals.	In	one	side,	the	survey	brought	data	to	
have	 a	 first	 quantitatively	 overview	 of	 the	 main	 concepts	 of	 the	 hypotheses	 which	
helped	in	the	selection	of	the	case	study	for	the	third	stage	of	the	research.	In	another	
side,	the	digital-visual	ethnography	was	able	to	gather	data	that	helped	to	contrast	the	
perspective	of	 the	quantitative	data	 from	 the	 three	music	 festivals.	 This	 information	
was	 complemented	 with	 digital	 information	 from	 the	 social	 networks	 (Facebook,	
Twitter	and	Instagram).	
These	 steps	 lead	 the	 research	 to	 focus	 on	 stronger	 means	 on	 the	 Construction	 of	 the	
Cultural	 Identity	 or,	 preferably	 the	 Cultural	 Identification	 of	 the	 attendees	 and	 the	
selection	of	the	case	study.	This	stage	it	is	explained	in	chapter	6.	




1. Adaptation	of	 the	models	of	 analysis	 to	 the	application	 into	 the	 case	 study.	They	
required	an	adaptation	due	 to	 the	analysis	of	 the	music	 festival	 in	 the	context	of	
the	city,	its	historic	background	and	one	private	previous	analysis.	This	adaptation,	
presented	in	chapter	7,	introduced	the	context	of	the	beginnings	of	the	festival,	and	
described	 the	 evolution	 of	 the	 festival	 during	 the	 79	 editions.	 As	 presented	 in	
section	4.1	and	in	chapter	2,	section	2.3.1,	the	evaluation	of	the	cultural	capital	of	
the	event	might	be	helpful	 for	 the	understanding	of	 the	overall	 intangible	 impact	
on	 the	 experience	 of	 the	 festival-goer.	 Finally,	 it	 is	 shown	 –	 in	 chapter	 7	 –	 the	
specific	 adaptations	 of	 the	 models	 of	 analysis	 thanks	 to	 the	 test	 cases	 and	 the	
previous	research	analysis	of	a	private	consultancy	in	2015.	
2. Application	 of	 the	 models	 of	 analysis	 in	 Quincena	 Musical.	 The	 models	 were	
applied	 through	the	 three	main	gathering	 techniques:	 the	application	of	a	survey	
on	the	audience	from	thirteen	concerts	during	the	festival	(350	surveys	collected);	
a	 digital-visual	 ethnography	 during	 the	 music	 festival	 (20	 days	 analysed);	 and	
finally,	 the	 semi-structured	 and	 structured	 interviews	 (three	 semi-structured	
interviews	to	festival	stakeholders	and	ten	structured	interviews	to	festival	goers).	
3. Analysis	 of	 data.	 The	 data	 was	 analysed	 through	 different	 approaches	 and	
prepared	to	contrast	the	hypotheses	and	infer	conclusions.	
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These	 three	 steps	 allowed	 the	 application	 of	 the	models	 of	 analysis	 in	 a	 specific	music	
festival	and	to	conclude	the	analysis.	
4.1.4 Fourth	stage:	Inferences	from	the	case	study.	
After	 the	application	of	 the	models	of	analysis	and	based	on	 the	data	 collected,	 the	data	
showed	the	validation	of	the	first	hypothesis,	and	it	is	argued	the	validation	of	the	second	




Chapter	5 Cultural	 Impact	 Perception	 through	 Emotions	 and	
Emotional	Impact	of	Cultural	Events:	the	relationship	between	two	
models	of	analysis	
This	 chapter	 defines	 the	 model	 of	 analysis	 CIPE	 (Cultural	 Impact	 Perception	 through	
Emotions)	on	the	basis	of	the	different	approaches	on	the	evaluation	of	intangible	impacts	
presented	 in	chapter	1	and	the	emotional	evaluation	presented	 in	chapter	3.	Essentially,	
the	 model	 set	 the	 basis	 on	 the	 Cultural	 Impact	 Perception	 (CIP)	 proposed	 in	 Colombo	
(2016)	 incorporating	 within	 it	 an	 specific	 evaluation	 of	 the	 affective	 response	 of	 the	
participant.	The	CIPE,	as	introduced	in	chapter	4,	is	defined	by	three	elements:	the	relation	
with	 emotional	 impact	 of	 cultural	 events,	 the	 cultural	 impact	 perception	 and	 the	
consideration	of	emotions	on	 the	perceptions	of	 the	attendees.	 In	order	 to	contextualize	
this	 relation,	 it	 is	 explained,	 in	 section	 5.1,	 the	 general	 relation	 between	 culture	 and	
emotions	as	key	elements	on	the	definition	of	cultural	affinities	of	individuals.		
The	next	section	describes	 the	construction	and	 justification	of	a	new	model	 to	evaluate	
the	emotional	outcome	on	the	approaches	presented	in	chapter	3.	Here	it	is	presented	as	a	
model	 of	 analysis	 centred	 on	 emotions	 understood	 as	 the	 Emotional	 Impact	 of	 Cultural	
Events	(EIE)	and	its	specification	to	music	festivals	(EIMF).	Then,	in	section	5.3,	it	is	shown	
how	the	relation	between	the	EIE	and	the	intensity	of	CIP	is	essential	for	the	CIPE,	a	model	
of	 analysis	 that	 combines	 the	 cultural	 impact	 evaluation	 correlated	 with	 the	 emotional	
outcome	of	 the	 experience	 of	 the	 cultural	 event.	 Then,	 it	 is	 shown	how	 the	CIPE	 can	be	
related	with	the	EIMF	in	the	context	of	the	music	festival	with	specific	adaptations.	
After	 this,	 section	 5.4	 presents	 how	 the	 relation	 of	 the	 emotions	 of	 the	 individuals	 is	
strongly	 related	 to	 the	 cultural	 meanings	 attached	 to	 their	 identity,	 specifically	 in	 the	
experience	 of	 music.	 As	 a	 consequence,	 and	 introduced	 in	 chapter	 4,	 section	 4.1.2,	 the	
model	will	be	narrowed	in	one	of	the	original	impacts	proposed	in	the	CIP.	Specifically,	the	
impact	 of	 the	 construction	 of	 the	 cultural	 identity	 because	 of	 its	 focus	 on	 different	
processes	of	 identification	related	to	different	elements	of	culture	present	in	the	cultural	
events.	Moreover,	 since	 this	 impact	 is	 recognized	 through	different	processes	of	 cultural	
identification,	 it	 is	 proposed	 to	 rename	 it	 as	 the	 cultural	 impact	 on	 "the	 cultural	
identification".		
Finally,	 in	 the	 last	 section	 it	 is	 justified	 the	 importance	 of	 the	 evaluation	 and	 the	
intentionality	of	the	organizers	rather	than	other	stakeholders	of	the	music	 festival.	This	
intentionality	 might	 be	 related	 to	 the	 cultural	 impacts	 and	 emotional	 impact	 of	 the	
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experience	aiming	 for	 this	 impact	 in	means	of	 specific	planned	 targets	within	 the	music	
industry.	It	explained	the	importance	of	understanding	the	effect	of	the	festival	organizer's	







Culture	 and	 emotions	 live	 one	 for	 the	 other.	 This	 symbiosis	 can	 be	 understood	 in	 the	
essential	 perspective	 in	 which	 emotions	 are	 expressions	 of	 the	 deeper	 meaning	 of	 our	
identity	(Archer	2008)	constructing	specific	cultures	or	in	another	perspective,	emotions	
are	 a	 result	 of	 the	 culture	 surrounding	 individuals	 (Mesquita	 et	 al.	 2016).	Nevertheless,	
emotions	and	culture	have	a	strong	relation	through	multiple	elements.	As	Lehman	(2004,	
p.	692)	states:	
“Culture	 provides	 a	 buffer	 against	 anxiety	 by	 providing	 a	 set	 of	 values	 and	 normative	
standards	 against	 which	 an	 individual	 may	 be	 judged	 a	 worthwhile,	 socially	 acceptable	
person.	The	goal	is	to	feel	that	one	is	a	valuable	member	of	a	meaningful	culture,	which	in	
turn	evokes	a	feeling	of	symbolic	immortality	that	mitigates	the	fear	of	finitude”.	
Lehman	 states	 that	 culture	 provides	 a	 context	 in	 which	 emotions	 can	 be	 re-valued	 or	
attached	to	different	meanings	essential	for	the	individuals.	This	relevance	of	emotions	on	
the	 personal	 identity	might	 become	 the	 starting	 point	 to	 relate	 emotions	with	 different	
processes	 of	 development	 of	 the	 cultural	 features	 of	 identity.	 Moreover,	 culture	 can	 be	
understood	 as	 a	 generator	 of	 pleasant	 emotions,	 and,	 all	 the	 more	 so,	 as	 a	 way	 of	
understanding	 how	 to	 pursue	 happiness	 (Lamont,	 2011).	 In	 this	 sense,	 music	 is	 a	 key	
factor	of	the	configuration	of	this	pursue	and	in	different	processes	of	identification	of	the	
individuals	(Weinberg	and	Joseph,	2017,	p.259):		
























The	 comprehension	 of	 the	 link	 between	 emotion	 and	 culture	 becomes	 essential	 in	 how	
different	processes	 related	 to	cultural	 identity	 could	be	 initiated,	 settled	or	 rejected	 in	a	
music	 festival	 experience.	 Furthermore,	 as	 it	 is	 presented	 in	 chapter	 2,	 this	 interest	 is	
more	relevant	since	the	music	 industry	programmes	multiple	music	 festivals	 to	reach	as	




The	 conceptual	 approach	 relating	 emotion	 and	 culture	 presented	 previously	 is	
conceptualized	as	the	Emotional	Impact	of	cultural	Events	(EIE).	This	is	a	new	tool	for	the	








music	 experience	 and,	 in	 most	 of	 the	 cases,	 were	 centred	 in	 emotions	 related	 to	 the	
consumption	 or	marketing	measures.	 Therefore,	 it	 lacks	 the	 analysis	 of	 emotions	 in	 the	
context	 of	 cultural	 events	 from	 the	 perspective	 of	 the	 emotions	 understood	 as	 domain-
specific	 scales	 focused	 in	 the	 work	 art	 exposed.	 Then,	 if	 we	 focus	 the	 research	 on	 the	
cultural	events	centred	in	a	specific	work	of	art,	the	importance	will	be	the	cultural	value	
of	the	specific	work	of	art	of	the	event	and	therefore,	the	evaluation	of	emotions	should	be	
focused	 on	 the	 central	 part	 of	 the	 event	 identified	 through	 a	 domain-specific	 scale.	 For	
example,	in	the	case	of	theatre	festivals	it	could	be	the	use	of	emotional	scales	centred	in	
theatre;	 in	the	case	of	cinema	festivals,	 in	cinema,	and	so	on.	 In	addition,	 these	emotions	
should	be	considered	in	the	elements	constituting	the	experience	of	the	cultural	event	and	
in	its	characteristics.	This	relevance	of	emotions	in	the	cultural	events	has	been	analysed	
in	 Christou,	 Sharpley	 and	 Farmaki	 (2018)	 revealing	 that	 the	 emotional	 dynamics	
constitute	 the	 basis	 of	 (dis)satisfaction	 after	 the	 experience	 and	 demonstrating	 the	
importance	of	emotions	as	constitutive	elements	of	 the	experience.	The	next	paragraphs	
will	describe	the	key	concepts	considered	to	conform	to	a	new	tool	 for	 the	evaluation	of	
the	 emotional	 outcome	 of	 the	 experience	 of	 the	 cultural	 events	 in	 events	 centred	 in	 a	
specific	art	evaluated	from	the	perception	of	the	participant.	
As	 it	 might	 be	 generally	 understood,	 the	 work	 of	 art	 is	 meant,	 not	 only	 but	 mainly,	 to	
emotion	and	conveys	meaning	in	who	is	experiencing	it	(Comellas,	2006).	Therefore,	the	
emotional	outcome	of	an	artistic	expression	is	one	of	the	main	targets	of	the	artists.	At	the	
same	 time,	 their	 art	 became	 a	 way	 of	 understanding	 themselves	 and	 carries	 with	 it	 an	
interpretation	of	the	world	surrounding	themselves	in	their	original	way.	If	an	objective	of	
a	 cultural	 event	 includes	 exposure	 to	 artistic	 expression,	 one	 possible	 objective	 of	 the	
cultural	 events	 can	 be	 to	 share	 creative	 ways	 of	 inducing	 emotions	 and	 meaning	 that	
might	have	an	impact	on	the	emotional	states	of	the	participants.	This	can	be	understood	
as	 the	aesthetic	appreciation	demonstrated	 in	specific	aesthetic	emotions.	As	 introduced	
in	 chapter	 3,	 section	 3.1,	 the	 notion	 of	 aesthetic	 emotion	 (Schindler	 et	 al.	2017	 and	 in	
Menninghaus	 et	 al.	 2019)	 can	 be	 generalized	 to	 the	 exposure	 of	 different	 aesthetic	
experiences	with	 the	arts.	When	 these	experiences	happen	 in	 the	context	of	 the	cultural	
events	they	can	be	specified	through	the	use	of	existing	tools.	As	presented	in	chapter	3,	
section	 3.2.3,	 in	 the	 case	 of	 music	 the	 GEMS	 scale	 can	 be	 a	 valid	 tool	 for	 the	 aesthetic	
emotions	 evaluation.	 But,	 these	 aesthetic	 emotions	 can	 be	 specified	 in	 different	 specific	
artistic	domain	scales,	for	instance,	in	the	case	of	dance	(Vukadinović	&	Marković,	2012),	
in	the	case	of	literature	(Andringa,	1996),	in	theatre	(Konijn,	1999),	in	film	(Renaud,	2006)	








of	 amusement,	 the	 activating	 and	 calming	 effects	 of	 aesthetic	 experiences,	 as	 well	 as	
awareness	 to	 the	 negative	 emotions.	 However,	 these	 scales	 -	 as	 acknowledged	 by	 the	
authors-	may	fail	on	the	analysis	of	the	characteristics	of	specific	artistic	domains	of	each	
cultural	event.	The	broad	scope	of	AESTHEMOS	can	be	considered	a	weakness	when	the	
cultural	 event	 is	 focused	 on	 a	 specific	 cultural	 expression.	 Therefore,	 it	 seems	 logical	 to	
use	for	each	specific	domain	field	of	the	cultural	event	as	a	concrete	scale	based	on	the	art	
exposed.	
Furthermore,	 the	context	affecting	 the	generation	of	 the	emotions	should	be	 included	 in	
the	 consideration	 of	 the	 emotional	 outcome	 of	 the	 planned	 cultural	 event	 participation.	
These	 specific	 emotions	 might	 be	 affected	 by	 the	 general	 characteristics	 of	 a	 planned	
event.	As	described	in	Chapter	1,	section	1.1,	there	are	characteristics	can	be	the	common	






the	 budget	 or	 any	 tangible	 assessment.	 However,	 in	 the	 perspective	 of	 the	 emotional	
outcome	it	is	considered	to	be	more	relevant	the	social	factor,	and	the	scale	for	measuring	
the	 size	 of	 the	 festival	 can	 be	 better	 signalled	 with	 the	 number	 of	 attendants	 as	 an	
important	 measurement	 to	 understand	 the	 effect	 of	 the	 size	 of	 event	 in	 the	 social	




can	 also	 be	 based	 in	 the	 precedent	 studies	 of	 Getz	 (2007)	 and	 exposed	 in	 chapter	 1,	





aesthetic	 enjoyment.	 The	 experience	 is	 informed	 with	 different	 elements	 that	 may	






conceptualization	 of	 the	 experience	 of	 different	 typologies	 of	 cultural	 events	 was	 also	
studied	 in	 other	 cultural	 fields	 through	 specific	 analysis:	 in	 literary	 festivals	 (Weber,	
2015);	 in	 cinema	 festivals	 (Hanich,	 2018);	 or	 in	 theatre	 experience	 (Edelman	 and	 Šorli,	
2015).	As	a	 consequence,	 the	basic	 elements	 constituting	 the	event	experience	might	be	





of	 music	 psychology,	 these	moments	 are	 recognized	 as	 "strong	 experience	 with	music"	
(Gabrielsson,	 2001)	 or	 "intense	music	 experiences''	 (Schäfer	 et	 al.	2013).	 These	 unique	
experiences	 are	 recognized	 with	 multiple	 and	 extended	 definitions,	 and	 commonly	
described	 as	 	 remarkable,	 absorbing	 and	 memorable	 experiences.	 The	 first	 and	 wide	




definition	 of	 "flow"	 from	 Csikszentmihalyi	 (1990)	 can	 be	 understood	 as	 unique	
experiences	that	absorb	all	the	attention	and	let	the	individual	enjoy	being	focused	on	that	
precise	moment.	The	existence	of	different	 conceptualizations	 for	 "peak	experiences''	 or	
"flow"	as	a	measure	of	extraordinary	moments	emotionally	remarkable	is	an	opportunity	
to	apply	in	the	assessment	of	the	emotional	outcome	of	the	cultural	event	experiences.	In	
fact,	 several	studies	have	applied	 these	definitions	 for	 the	analysis	of	 the	cultural	events	
experiences	as	unique	and	remarkable	moments	of	the	life	of	the	participants.	Specifically,	
Wamsley	 (2011)	 studied	 the	different	 flow	experiences	 in	 the	 theatre	audience	as	a	key	
element	 of	 the	 participation	 in	 the	 event.	 It	 is	 also	 present	 in	 the	 analysis	 of	 Bond	 and	
Stinson	(2000)	in	the	perspective	of	dance	events	and	the	analysis	of	peak	experiences	in	
opera	performances	 (Wah	and	Wright,	2013);	or	 it	was	also	use	 in	 the	promotion	of	art	
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galleries	 through	 specific	 events	 to	 generate	 flow	 experience	 in	 order	 to	 engage	 the	
audience,	as	presented	 in	Axelsen	 (2007).	Therefore,	 the	analysis	of	 these	extraordinary	
moments	 on	 the	 cultural	 event	 experience	 can	 be	 assessed	 by	 the	 existing	 models	 of	
analysis	 conceptualized	 under	 the	 terms	 of	 	 "flow"	 from	 Csikszentmihalyi	 or	 "peak	
experiences"	from	Maslow.	
These	different	elements	constitute	the	conceptualization	of	the	new	model	of	analysis	for	
the	evaluation	of	 the	emotional	outcome	of	 the	 cultural	 events,	 the	Emotional	 Impact	of	
cultural	 Events	 (EIE).	 This	 new37	proposed	 model	 assesses	 the	 emotional	 impact	 or	
emotional	 outcome	 of	 the	 experience	 taking	 into	 account	 the	 following	 elements	 :	 the	
characteristics	of	the	event.,	the	origin	of	emotions,	the	domain-specific	scale	of	emotions	
of	 the	 word	 art	 exposed	 and	 the	 consideration	 of	 those	 special	 moments	 of	 special	
emotional	 intensity	or	 "peak	experiences".	This	 conceptualization	 can	be	 structured	and	







Characteristics	of	the	event	 Number	 of	 assistants,	 Place,	 Date,	
Typology	of	the	event	and	art	exposed.	
Origin	 of	 emotions	 based	 on	
the	 characteristic	 elements	 of	
the	experience	of	the	event.	
How	 intense	 the	 participant	 perceives	














37	Similar	 terms	 were	 used	 in	 the	 evaluation	 of	 the	 emotional	 outcome	 of	 different	 events	 in	
Bernabé-Moreno	et	al.	 (2018)	who	applied	the	dimensional	model	of	emotions,	Pleasant-Arousal-
Dominance	(PAD).	However	their	analysis	was	focused	on	unplanned	events	without	any	cultural	




In	 summary,	 this	 proposal	 aims	 to	 assess	 the	 emotional	 outcome	 of	 the	 cultural	 events	
perceived	 by	 the	 participant.	 This	 model	 of	 analysis	 is	 understood	 to	 measure	 the	
constitutive	 emotional	 elements	 of	 the	 participant	 experience	 as	 independent	 variables	
with	a	 logical	causal	explanation	 	taking	into	account	the	context	 in	which	the	individual	
experiences	 the	 emotions,	 the	 emotions	 in	 their	 specific	 singularity	 in	 the	 aesthetic	
enjoyment	and	 those	special	extraordinary	moments	of	 intensity	with	 the	artwork.	As	 it	
















This	 link	 between	 music	 and	 emotion	 requires	 to	 be	 specified	 through	 specific	 music	
scales	for	its	evaluation.	
Since	 music	 has	 the	 central	 role	 in	 the	 music	 festival	 experience,	 emotions	 elicited	 by	
music	 are	 a	 central	 part	 of	 the	 experience	 (Packer	 and	 Ballantyne,	 2011).	 Then,	 it	 is	







human	 activity.	 However,	 in	 the	 application	 of	 live	 music	 experiences	 it	 might	 be	
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considered	 that	 the	 centrality	 of	 music	 is	 not	 contemplated	 properly.	 Therefore,	 this	
centrality	of	music	 festivals	should	be	specifically	evaluated	through	the	 identification	of	
music	emotions,	 in	 its	aesthetic	appreciation.	Consequently,	 the	music	emotions	analysis	
should	be	confronted	with	a	music-domain	scale.		As	presented	in	chapter	3,	section	3.2.2,	
this	 perspective	 of	 emotions	 related	 to	music	 was	 defined	 through	 a	 rigorous	 research	
work	 of	 Zentner	 et	 al.	 (2008)	which	 identified	 the	music	 emotions	with	 different	 scales	
under	the	name	the	Geneva	Emotions	Music	Scales	(GEMS).		










further	 research	 is	 hardly	 applicable	 since	 it	 is	 a	 complex	 and	wide	 structure.	 Later	 on	
Schäfer	et	al.	(2013)	developed,	on	the	basis	of	 the	SMEs,	 the	 Intense	Music	Experiences	
(IMEs)	 which	 describes	 the	 "unforgettable	 experience	 with	 music	 that	 stands	 out	 from	
usual	experiences	because	of	 its	quality;	 it	 is	 characterized	by	changed	perception,	deep	
feelings,	 and	 an	 intense	 physical	 reaction".	 The	 IME	 remarked	 on	 this	 deeper	 level	 of	
individuals	 that	might	be	related	to	cultural	meanings	and	therefore	more	related	to	 the	
cultural	 impact	 evaluation	 aimed	 in	 this	 dissertation.	 In	 addition,	 the	 IME	 is	 clearly	
structured	 in	a	set	of	commensurable	supercategories	and	categories	 that	are	affordable	
for	research		with	limited	resources.	
As	 presented	 previously	 in	 the	 EIE,	 the	 characteristics	 of	 the	 event	may	 determine	 the	
generation	 of	 emotions	 due	 the	 place,	 time,	 size,	 typology	 of	 the	 event	 and	 the	 artwork	








of	 the	 music	 festival	 experience	 might	 be	 complemented	 with	 the	 facet	 "experiencing	
novelty"	 identified	 by	 several	 authors	 (Clawson	&	Knetsch,	 1966;	 Jago	 and	 Shaw,	 1998;	
Geus	et	al.	2016).	As	argued	in	chapter	2,	section	2.3,	these	five	facets	can	be	understood	
as	the	basis	of	the	experience	of	the	festival	and	therefore,	the	origin	of	the	emotions	in	the	
music	 festival	 experience.	 Consequently,	 the	 scale	 centred	 in	 the	 music	 festival	 should	
include	the	consideration	of	the	origin	of	emotions	for	the	evaluation	of	the	music	festival	
experience.	 Similarly	 to	 what	 was	 exposed	 previously	 with	 the	 EIE,	 it	 should	 be	
considered	in	the	adaptation	of	the	scale	to	the	music	festivals.		













2. Emotion	 can	 be	 identified	 within	 the	 music	 festival	 experience	 through	 music-
specific	scales	because	of	the	centrality	of	music.	




4. The	 context	 of	 the	music	 festival	 can	be	based	on	Packer	 and	Ballantyne	 (2011)	
and	Geus	 	et	al.	 (2016)	 identifying	 the	basis	of	 the	experience	as	 the	basis	of	 the	
origin	 of	 emotions:	 music	 experience;	 social	 experience;	 separation	 experience;	
festival	 experience;	 and	 experiencing	 newness.	 These	 five	 elements	 can	 be	
considered	as	the	basis	of	the	emotions	or	the	origin	of	emotions	due	to	the	overall	
music	festival	experience	of	the	festival-goer.	






6. The	study	of	peak	experiences	of	music	has	been	developed	extraordinary	 in	 the	






five	 specifications	 of	 the	 music	 festivals,	 the	 emotional	 impact	 centred	 on	 the	 music	
festivals	can	be	constructed	on	a	firm	conceptual	basis.	
In	short,	the	core	of	the	Emotional	Impact	in	Music	Festivals	(EIMF)	is	a	model	of	analysis	
to	 evaluate	 the	 emotions	 and	 their	 intensity	 in	 the	 context	 of	 the	 music	 festivals.	 This	
emotional	outcome	 is	mainly	 related	 to	music	 and	 should	be	described	by	 the	emotions	
related	to	music	and	the	unique	moments	that	music	is	capable	to	generate.	The	following	
subsections	describes	 the	operationalization	of	 the	EIMF	 through	 the	 existing	models	 in	
which	can	be	based	for	its	specification	in	the	music	festival.		
5.2.2.1 Emotion	 and	 intensity	 identification:	 Geneva	 Emotional	 Music	 Scales	
(GEMS)	
As	 presented	 in	 chapter	 3,	 section	 3.2.2,	 a	 consistent	 and	 integrative	 analysis	 was	
developed	 by	 Zentner	 et	 al.	 (2008),	 in	 which	 they	 considered	 different	 features	 of	 the	
emotions	 linked	 to	 music.	 Their	 study,	 as	 presented	 previously,	 consisted	 in	 four	
quantitative	 and	 qualitative	 studies	 resulting	with	 a	 discrete	 list	 of	 emotions	 called	 the	
Geneva	Emotional	Music	Scales	(GEMS)	specified	in	three	different	scales	of	music	elicited	
emotions	 felt	 by	 the	 listeners.	 The	 first	 consisted	 in	 40	 terms	 describing	 the	 emotions	






evaluation,	 each	 emotion	 should	 be	 described	within	 a	 likert	 scale,	 as	 presented	 in	 the	
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As	 mentioned	 in	 chapter	 3,	 section	 3.2.2,	 the	 GEMS	 scales	 have	 been	 used	 in	 different	
studies	regarding	the	analysis	of	music	emotions	in	different	fields	of	research.	Oberländer	
et	al.	(2019)	 applied	 the	 recognition	 of	 emotions	 for	 the	 assessment	 of	 how	 individuals	
with	cochlear	implants	perceive	emotions	in	music	as	an	straight-forward	way	to	identify	
the	emotions.	Constantin	and	Draugulin	 (2019)	 showed	 the	emergence	of	music-elicited	
emotions	 through	 the	 identification	 of	 the	 scale.	 Miu	 and	 Baltes	 (2012)	 applied	 the	
recognition	of	music-induced	emotions	in	the	context	of	the	opera	and	demonstrated	the	
																																								 																					






the	 scale	 to	 identify	 music-induced	 emotions	 and	 its	 relation	 with	 the	 rhythmic	
entrainment	of	music	when	the	body	and	the	various	biological	systems	synchronize	with	









conceptual	 basis	 of	 peak	 experiences	may	help	 to	 understand	 those	 special	moments	 in	
the	experience	of	a	music	festival	and	can	enable	an	optimized	perspective	of	the	affective	
result	of	the	experience.		
Music	 festivals	 are	 meant	 to	 generate	 unique	 and	 remarkable	 experiences	 and	
consequently	these	unique	moments	might	be	related	with	music.	Beginning	with	Maslow	
or	 Strong	Music	 Experiences	 (SMEs)	 by	 Gabrielsson	 (2000,	 2002),	 these	 concepts	were	
able	 to	describe	 the	"strongest,	most	 intense	experience	of	music"	and	generated	a	wide	
and	 detailed	 structure	 of	 descriptors.	 However,	 as	 mentioned	 previously,	 the	 SMEs	
recognition	on	 further	research	 is	hardly	applicable	since	 it	 is	complex	and	consists	of	a	
wide	structure	of	descriptors.	Schäfer	et	al.	(2014)	developed,	on	the	basis	of	the	SMEs,	the	
Intense	 Music	 Experiences	 (IMEs)	 which	 describes	 the	 "unforgettable	 experience	 with	
music	that	stands	out	from	usual	experiences	because	of	its	quality;	it	is	characterized	by	
changed	perception,	deep	feelings,	and	an	intense	physical	reaction".	The	IME	contributes	
with	 the	 description	 of	 the	 peak	 experience	 with	 the	 consideration	 of	 changes	 of	
perception	 and	 deep	 feelings	 strongly	 related	 to	 the	 personal	 identity	 of	 the	 listener.	










Musical	Experience”(IME)	was	described	with	 three	main	 subcategories	 in	 relation	with	
specific	categories	and	subcategories	describing	these	special	moments	in	the	experience	
of	music.	 As	 explained	 in	 chapter	 3	 and	 following	 Schäfer	 et	 al.	 (2014),	 there	 are	 three	
main	supercategories	that	divide	the	phenomenon	in	three	main	phases:	the	IME	itself;	the	
shift	 back	 to	 reality;	 and	 the	 long-term	 effects	 after	 the	 experience.	 They	 induced	 four	
main	 categories	 constituting	 the	 IME,	 namely:	 thoughts;	 altered	 state	 of	 consciousness;	
feelings;	 and	 harmony.	 This	 last	 category	 contained	 in	 the	 supercategory	 referred	 to	 as	
“harmony-disharmony”.	These	 labels	 	 establish	 the	 relation	between	 the	experience	and	
the	 long-term	 effect	 of	 this	 experience.	 In	 the	 same	 super-category	 it	 is	 included	 the	
category	 "Resources"	 that	 describes	 the	 aim	 of	 the	 people	 to	 repeat	 this	 positive	
experience.	 Finally,	 the	 long-term	 effect	 of	 the	 IME	 is	 divided	 in	 five	 main	 topics:	





emotions	 during	 the	 music	 festival,	 so	 the	 interest	 is	 on	 how	 intense	 is	 the	 music	
experience	 for	 the	 attendee.	 In	 addition,	 since	 the	 focus	 of	 the	 research	 is	 on	 the	
experience	 during	 the	 festival	 there	 is	 no	 interest	 in	 including	 the	 comprehension	 of	
"Harmony-disharmony"	 shift	 and	 the	 ulterior	 analysis	 of	 the	 way	 of	 life.	 These	 two	
categories	 are	 meant	 to	 describe	 the	 potential	 long-term	 effect	 of	 the	 Intense	 Music	
Experiences.	Consequently,	 the	main	 focus	should	be	 in	 the	supercategory	 IME,	which	 is	
constituted	with	three	main	categories	described:	altered	state	of	consciousness,	thoughts	
and	feelings.	These	three	categories	were	founded	on	ten	more	subcategories,	which	are	
identified	 in	 Table	 10.	 These	 subcategories	 are	 specific	 elements	 considered	 to	 be	 the	





















Therefore,	 these	 10	 categories	 jointly	 with	 the	 definition	 of	 the	 IME	 can	 help	 to	
understand	 the	 existence	 and	 analysis	 of	 these	 unique	 moments	 centred	 in	 the	 music	
festival	 experience.	 As	mentioned	 before,	 this	 analysis	may	 bring	 information	 about	 the	
deep	 experience	 that	 might	 represent	 the	 music	 festival	 experience	 in	 the	 different	
processes	 regarding	 the	 cultural	 identity	 of	 the	 festival-goers.	 Moreover,	 it	 can	 be	 an	
opportunity	 to	 enrich	 the	 assessment	 of	 the	 affective	 outcome	 of	 the	 music	 festival	
experience.	 These	 potentially	 “peak	 experiences”	 recognized	 by	 IME	 categories	
acknowledge	those	experiences	in	which	music	has	an	extreme	value	and	are	potentially	





specification	of	 the	EIE	 on	 the	basis	 of	 the	different	 concepts	 presented	previously.	 The	




















of	 the	 nine	 emotions	
described	in	GEMS	
Peak	experience	








comprise	 the	 music	 festival.	 This	 element	 "characteristics	 of	 the	 event"	 is	 the	 basic	
information	 of	 the	 event:	 the	 number	 of	 attendants,	 the	 venue,	 the	 time	 and	 the	major	
music	 style.	 These	 items	will	 describe	 the	 basic	 characteristics	 of	 the	 event	 and	 help	 to	
understand	the	effects	of	these	circumstances.	They	are	descriptive	variables.	
The	second	variable	of	the	EIMF	is	the	"origin	of	emotions".	Composed	by	five	elements,	it	
evaluates	which	 is	 the	 source	 of	 emotions	 for	 the	 experience	 of	 the	 festival-goer.	 These	
five	 elements	 are:	 the	 music	 experience;	 the	 social	 experience;	 the	 atmosphere	 of	 the	




As	 defined	 in	 the	 precedent	 section,	 the	 variable	 “Emotions”	 is	 composed	with	 the	 nine	
emotions	 coming	 from	 the	 GEMS	 scale	 through	 which	 is	 evaluated	 their	 existence	 and	
their	 intensity.	 The	 second	 variable,	 "Peak	 experience"	 is	 responsible	 to	 identify	 the	
existence	of	an	Intense	Music	Experience	during	the	music	festival	and	when	it	exists,	the	


















models	 of	 analysis	 pretend	 to	 set	 a	 structure	 to	 understand	 it.	 The	 aim	 of	 the	 present	
dissertation	is	to	articulate	this	relation	through	these	new	models	of	analysis	in	order	to	
gather	 information	 to	 understand	 it.	 In	 one	 side,	 the	 model	 of	 the	 emotional	 outcome	
presented	 in	 the	 precedent	 section	 (EIE)	 and	 in	 the	 other	 side	 a	 new	model	 of	 cultural	
impacts	 taking	 into	 account	 the	 influence	 of	 emotions	 in	 the	 perceptions	 of	 the	
participants.	Section	5.3.1	presents	 the	 incorporation	of	 the	 influence	of	emotions	 in	 the	
model	 of	 analysis	 CIP	 and	 	 section	 5.3.2	 specifies	 this	 influence	 in	 	 the	 music	 festival	
experience	 through	 the	 EIMF	 and	 more	 considerations	 around	 the	 music	 experience,		
where	 the	 emotion	 might	 trigger	 a	 new	 cultural	 preference	 during	 the	 music	 festival	
experience.	
5.3.1 From	 Cultural	 Impact	 Perception	 (CIP)	 to	 Cultural	 Impact	 Perception	
through	Emotions	(CIPE)	
As	 developed	 in	 chapter	 1,	 the	 evaluation	 of	 the	 cultural	 impacts	 can	 be	 implemented	
through	 the	 conceptual	 model	 CIP	 (Cultural	 Impact	 Perception)	 proposed	 by	 Colombo	
(2016)	which	has	the	goal	to	measure	and	analyse	cultural	 impacts	generated	by	events.	
This	model	 of	 analysis	 is	 relevant	 for	 the	 present	 research	 because	 it	 has	 the	 ability	 to	
identify	specific	cultural	impacts	with	specific	items	through	the	perceptions	of	the	event	
participant	 that	are	relatable	with	the	perception	of	emotions.	As	said	 in	section	1.3,	 the	
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perception	is	in	a	great	part	based	on	emotions,	therefore	the	CIP	can	be	easily	linked	to	
the	 emotions	 of	 the	 participant	 of	 the	 cultural	 event.	 Moreover,	 this	 model	 offers	 the	
opportunity	 to	 relate	 the	 perceptions	 of	 the	 cultural	 impact	 with	 the	 intentionality	




of	 the	 relation	 between	 emotions	 and	 culture	 can	 be	 articulated	 through	 this	 existing	
model.	
As	 already	 mentioned,	 the	 CIP	 is	 based	 on	 the	 perceptions	 of	 the	 event	 attendees	 and	
relies	 on	 socio-demographic	 and	 socio-cultural	 variables.	 Then,	 this	model	 analyses	 the	
impact	through	two	dependent	variables:	perception	and	profile.	The	variable	perception	
depends	 on	 the	 existence	 of	 the	 impact;	 the	 consideration	 of	 its	 rating	 (positive	 or	
negative);	 the	 intensity	 of	 the	 impact	 and	 the	 consideration	 of	 the	 intentionality	 of	 it	
perceived	or	not.	The	variable	profile	contains	the	following	elements:	age,	gender,	place	
of	birth,	level	of	studies,	native	language,	nationality,	participation,	and	place	of	residence.	
Multiple	 independent	 variables	 of	 the	 profile	 allow	 the	 analysis	 of	 multiple	 features	
composing	different	elements	of	 the	personal	and	cultural	 identity	of	 the	participants	of	
the	event.	Consequently,	 the	analysis	can	provide	multiple	elements	of	study	in	trying	to	
understand	how	 the	cultural	 impacts	 can	be	different	or	 similar	 in	different	 identitarian	
perspectives.		




the	 specificities	of	 the	event	 (Colombo,	2016).	Consequently,	 can	be	adapted	 in	order	 to	






perceptions.	 Thus,	 as	 proposed	 in	 section	 5.2.1,	 the	 consideration	 of	 the	 emotional	
outcome	 of	 the	 experience	 of	 a	 cultural	 event	 can	 be	 assessed	 through	 the	 model	 of	
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analysis	 of	 the	 Emotional	 Impact	 of	 the	 cultural	 Events	 (EIE)	 that	 can	 describe	 the	
emotional	response	of	the	individuals.	Therefore,	relating	the	two	models,	the	EIE	and	CIP,	
it	 can	 be	 modelled	 the	 relation	 between	 perception	 and	 emotion	 through	 the	 relation	
between	 the	 intensity	 of	 the	 cultural	 impact	 with	 the	 intensity	 of	 the	 emotions.	 This	
relation	is	the	basis	of	my	new	proposal	to	assess	the	cultural	 impacts.	 	 I	propose	a	new	
model	of	analysis	that	can	be	named	as	the	Cultural	Impact	Perception	through	Emotions	
(CIPE),	 with	 the	 main	 incorporation	 of	 the	 evaluation	 of	 the	 emotions	 due	 to	 the	
experience	of	the	event.	
This	 new	 model	 of	 analysis,	 abbreviated	 to	 the	 acronym	 CIPE,	 incorporates	 the	
consideration	 of	 the	 emotional	 outcome	 of	 the	 experience	 in	 the	 context	 of	 the	 music	
festival.	With	 Colombo’s	 CIP	 as	 the	 starting	 place,	 the	 CIPE	 suggests	 the	 added	 specific	
measurement	of	how	emotions	affect	the	impact	made	by	the	festival	or	event.	The	basis	
on	 perceptions	 described	 in	 the	 CIP	 can	 be	 expanded	 with	 the	 evaluation	 of	 emotions	
since	 they	 are	 a	mode	 of	 perception.	 CIPE	 incorporates	 the	 evaluation	 of	 the	 Emotional	
Impact	of	cultural	Events	(EIE)	in	order	to	have	an	insight	on	the	emotional	outcome	of	the	
music	festival	experience.	The	EIE	will	obtain	a	specific	measure	of	the	emotional	outcome	
of	 the	experience	 that	will	be	 related	with	 the	 intensity	of	 the	cultural	 impact.	The	CIPE	
includes	the	EIE	as	a	specific	evaluation	of	intensity	of	the	experience	that	is	related	with	
the	 intensity	 of	 the	 cultural	 impact	 described	 in	 Colombo	 (2016).	 From	her	 perspective	
the	 variable	 "Intensity"	 described	 the	 intensity	 of	 the	 specific	 cultural	 impact	 from	 the	
participant	 of	 the	 event.	Maintaining	 the	measure	of	 the	 intensity	 of	 the	 cultural	 impact	
and	 incorporating	the	evaluation	of	 the	EIE	 it	can	be	established	a	relation	of	 intensities	
that	might	describe	 coherent	or	 incoherent	 relations.	This	 relation	of	 the	 two	models	of	
analysis	brings	the	measure	of	intensities	of	two	intangibles:	the	cultural	impacts	and	the	






variable	"Emotionality"	 that	will	describe	 if	 the	participant	perceives	the	 intensity	of	 the	




the	 CIP	 proposed	 by	 Colombo	 (2016),	 but	 with	 the	 incorporation	 of	 the	 variable	
emotionality	 and	 the	 relation	 between	 the	 intensity	 of	 the	 emotional	 impact	 evaluation	






















In	 short,	 the	 CIPE	 constitutes	 a	 model	 of	 analysis	 composed	 with	 the	 variables	 of	
perception	and	profile	 that	were	already	 in	 the	CIP,	and	 incorporates	 the	analysis	of	 the	
intensity	 of	 emotions	 related	 with	 the	 intensity	 of	 the	 cultural	 impact	 and	 the	
identification	 of	 the	 relation	 of	 emotions	with	 the	 intensity	 of	 the	 cultural	 impact.	 This	
model	 is	 able	 to	 have	 an	 insight	 in	 the	 emotional	 outcome	 of	 the	 experience	 because	 it	
assesses	the	evaluation	of	the	EIE	that	offers	the	understanding	of	the	origin	of	emotions	
and	 the	 potential	 influence	 of	 the	 characteristics	 of	 the	 event.	 Moreover,	 the	 CIPE	 is	
conceived	to	be	applicable	in	different	cultural	events	centred	in	a	specific	artistic	domain.	
This	 specification	 of	 the	 cultural	 events	 is	 due	 to	 the	 evaluation	 of	 the	 aesthetic	
appreciation	 or	 the	 emotional	 outcome	 through	 the	 EIE	 based	 on	 scales	 measuring	




specified	 in	 the	context	of	 the	music	 festival	and	be	 related	with	 the	 specification	of	 the	
EIE	for	music	festivals,	the	EIMF.	
5.3.2 A	model	of	analysis	of	cultural	 impacts	perceived	through	emotions	 in	the	
context	of	the	music	festivals		
Inspired	 by	 the	 CIP,	 the	 CIPE	 is	 a	 flexible	 tool	 applicable	 in	 different	 cultural	 events.		
Research	 in	 the	 context	 of	music	 festivals	 has	 been	 our	 focus	 and	 is	 the	 context	 for	 the	
development	of	 the	CIPE.	 In	 that	specific	context	 it	has	been	presented	as	 the	Emotional	
Impact	in	the	Music	Festivals	(EIMF)	that	has	the	virtue	to	evaluate	the	emotional	outcome	
within	 the	 special	 circumstances	 of	 these	 events.	 However,	 the	 general	 structure	 of	 the	
model	 of	 analysis	 of	 the	 CIPE	 requires,	 as	 well,	 being	 adapted	 for	 this	 specific	 cultural	
event.	 Therefore,	 this	 subsection	 has	 the	 aim	 to	 present	 the	 complete	 adaptation	 of	 the	
CIPE	for	the	music	festival	experience.	
Obviously,	 the	 evaluation	 of	 the	 emotions	 in	 the	 context	 of	 the	music	 festival	 should	 be	
assessed	by	the	EIMF	and	therefore,	the	relation	established	between	the	intensity	of	the	
cultural	 impact	has	to	be	with	the	overall	emotional	intensity	of	the	EIMF.	Which	means,	
the	 intensity	of	 the	emotions	of	 the	aesthetic	 appreciation	and	 the	existence	of	 the	 IME.	
The	other	remaining	variables	 -	 characteristics	of	 the	events,	origin	of	emotions	and	 the	
categories	 describing	 the	 IME-constitute	 descriptive	 variables	 that	 are	 not	 evaluating	
intensity.	 Therefore,	 the	 relation	 between	 the	 intensity	 of	 the	 cultural	 impact	 and	 the	
emotional	impact,	in	this	case,	is	with	the	intensities	of	the	GEMS	and	the	existence	of	the	
IME.	This	 last	one	constitutes	a	description	of	specific	and	unique	 intense	moments	 that	
are	describing,	in	fact,	a	special	intensity.	
As	 mentioned	 before,	 the	 identification	 of	 the	 potential	 relation	 of	 the	 intensity	 of	 the	
cultural	 impact	 with	 the	 emotions	 felt	 by	 the	 participant	 is	 assessed	 with	 the	 variable	
"Emotionality".	 This	 variable	 identifies	 whether	 the	 relation	 exists	 or	 not.	 Thus,	 the	
relation	 can	 be	 justified	 from	 the	 perspective	 of	 the	 attendant	 and	 not	 from	 an	
interpretation	of	the	analysis.	
In	addition,	the	CIPE,	in	the	context	of	the	music	festivals,	should	include	the	evaluation	of	
the	music	 preferences.	 Since,	 as	 presented	 in	 chapter	 2,	 section	 2.1.1	 and	 introduced	 in	
section	5.2.2,	these	preferences	might	define	their	cultural	decisions	or	which	events	they	
are	 going	 to	 participate	 in,	 therefore	 they	 have	 an	 effect	 on	 the	 conformation	 of	 their	
cultural	 behaviour.	 The	 music	 preferences	 are	 attached	 to	 specific	 functions	 that	 each	
listener	 identifies	 or,	 according	 to	 Schäfer	 &	 Sedlmeier	 (2009),	 the	 main	 reasons	 why	
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people	like	their	music	is	because	it	is	capable	of	expressing	their	identity	and	engaging	in	
and	 relating	 to	 others.	 Consequently,	 the	 evaluation	 of	 the	 music	 preferences	 in	 the	




music	 liking	 of	 the	 participant.	 This	 “novelty	 seeking”	 may	 provoke	 cultural	 impacts	
through	the	emotions	engaging	the	participant	with	new	cultural	content.	Therefore,	and	
order	 to	understand	these	different	phenomena,	 the	music	preferences	are	 incorporated	
in	 the	 “Socio-cultural”	 independent	 variables39.	 Thus,	 the	model	 is	 capable	 of	 gathering	
information	and	helping	 to	understand	the	music	preferences	 in	order	 to	recognize	how	
these	preferences	influence	the	perception	of	the	impact.	Then,	CIPE,	in	the	context	of	the	
music	festival	experience,	is	an	adaptation	of	the	model	of	analysis	of	the	CIP	integrating	
new	 elements	 constituting	 the	 experience	 in	 the	 independent	 variables	 from	 Colombo	
(2016).	 First	 of	 all,	 it	 includes	 the	 evaluation	 of	 the	 “music	 preference”	 within	 the	 set	
called	 “socio-cultural”	 variables	 of	 the	 attendee	 in	 order	 to	 gather	 information	 on	 the	
musical	background	of	 the	attendee.	Secondly,	 including	 “Music	 festival	participation”	 in	
the	 set	 called	 “Involvement”,	 used	 for	 understanding	 past	 experiences	 at	 a	 similar	 or	 at	




and	 the	 cultural	 impacts.	 This	 relation	 of	 two	 models	 of	 analysis	 is	 the	 first	 try	 to	
understand,	empirically,	 the	relation	between	emotions	and	culture	and	may	become	an	
important	step	for	the	empirical	analysis	on	the	cultural	events	in	order	to	understand	the	






39	The	music	preferences	 can	be	 identified	and	quantified	on	 the	basis	of	 the	Short	Test	of	Music	
Preferences	(STOMP	list	of	music	preferences	developed	by	Rentfrow	and	Gosling,	2003).		This	list	
was	 developed	 in	 2001	 through	 four	 analyses	with	 a	 extensive	 representability	 and	 it	 has	 been	
used	in	further	analysis	of	the	preferences	in	music	(Nowack,	2018;	Marshall	and	Naumann,	2018;	






of	 the	 music	 festivals.	 In	 one	 side,	 evaluates	 the	 intensity	 of	 emotions;	 in	 the	 other,	
assesses	 the	 intensity	 of	 the	 cultural	 impact	 and	 when	 this	 bilateral	 relation	 becomes	
positive	 then	may	 validate	 the	main	 hypothesis	 of	 the	 present	 research.	 Additionally,	 it	
complements	 the	 analysis	 of	 the	 socio-cultural	 profile	 with	 the	 study	 of	 the	 music	
preferences	of	the	festival-goer.		
However,	 as	 explained	 in	 chapter	 1,	 section	 1.3,	 the	 CIP	 specifies	 five	 cultural	 impacts	
related	to	different	features	of	culture.	These	five	impacts	can	be	caused	at	the	same	time	
in	one	cultural	event	in	the	experience	of	the	participant.	However,	the	combination	of	the	
analysis	 of	 these	 impacts	with	 the	 emotional	 impact	may	 become	 a	 study	 impossible	 to	
cover.	 Moreover,	 the	 music	 festival	 is	 a	 specification	 of	 cultural	 events	 that	 might	 be	
considered	to	cause	specific	cultural	impacts.	In	fact,	as	presented	in	chapter	2,	section	2.1,	
music	 has	 a	 relevant	 role	 on	 the	 evolution	 of	 the	 identity	 of	 individuals	 in	 its	 cultural,	
social	 and	 personal	 manifestations.	 Therefore,	 music	 is	 an	 important	 expression	 of	 the	
process	 of	 cultural	 identification	 of	 the	 festival-goer	 and	 might	 be	 related	 to	 the	 third	




Colombo’s	model	 is	a	proposal	aiming	 to	be	holistic	 in	means	of	analysing	every	 type	of	
cultural	 event	 and	with	 an	 open	 view	of	 culture	 understanding.	 This	may	 be	 feasible	 in	
theoretical	perspective	but	complex	 to	apply	 jointly	with	 the	evaluation	of	 the	weight	of	
emotions	 in	 live	music	events.	Then,	 the	CIPE	should	be	adapted	for	this	type	of	cultural	
event	and	narrowed	in	its	scope.	
As	 mentioned	 in	 chapter	 1,	 section	 1.3,	 Colombo’s	 model	 defines	 five	 cultural	 impacts.	
Each	one	selected	and	defined	through	a	deep	analysis	of	pre-existing	models.	Each	impact	











































































As	 mentioned	 before,	 the	 cultural	 impacts	 definition	 came	 from	 the	 analysis	 of	 the	
literature.	Since	each	impact	is	a	specific	side	of	the	general	cultural	outcome	of	the	event	
each	requires	a	 specific	analysis.	These	 impacts	can	be	analysed	 jointly	or	separately.	 In	
this	research	it	is	decided	to	select	the	cultural	impact	related	to	the	identity	based	on	the	




study	 of	music	 preferences	 that	 their	 results	 suggests	 “that	 the	most	 important	 reasons	









an	 ‘emotional	 framework’	within	which	people	construct	their	 ‘Identity’"	that	 is	"likely	to	
have	a	lasting	influence	on	psychological	well-being	"(p.	164).	
This	 experience	 is	 an	 opportunity	 to	 develop	 the	 cultural	 identity	 and	 therefore,	 it	 is	
another	reason	to	assess	 this	 impact	 through	the	specific	definition	 impact	 in	Colombo's	
model.	 Moreover,	 the	 cultural	 identity	 is	 a	 process	 of	 each	 individual	 related	 to	 music	
experience,	 following	 the	 definition	 of	 identity	 from	 Frith	 (1996)	 who	 argued	 that	
“identity	 is	mobile,	 a	 process	 not	 a	 thing,	 a	 becoming	 not	 a	 being”	 and	 that	 “music,	 like	
identity,	is	both	performance	and	story,	[and]	describes	the	social	in	the	individual	and	the	
individual	 in	 the	 social,	 the	 mind	 in	 the	 body	 and	 the	 body	 in	 the	 mind	 (p.109).”	




with	 what	 Archer	 defines	 as	 "internal	 voices'	 	 or	 "the	 ultimate	 concerns"	 which	 are	
connecting	 with	 the	 profound	 understanding	 of	 ourselves.	 Or	 in	 the	 contrary,	 may	 be	
related	to	 the	ephemeral	and	 fluid	concept	of	 identity	 that	 is	more	related	to	 the	 'liquid'	
culture	 consideration	 from	 Bauman	 (2001).	 Nevertheless,	 the	 experience	 of	 a	 music	
festival	 can	be	 a	 starting	 point,	 an	 adding	process	 or	 a	 disruptive	moment	 in	which	 the	
individual	can	identify	with	multiple	cultural	elements	of	the	music	festival	experience.	
Furthermore,	as	mentioned	in	chapter	1,	section	1.5,	the	impact	on	the	construction	of	the	






was	 it	 chosen	 because	 of	 its	 strong	 relation	 with	 music	 but	 also	 because	 it	 is	 an	
opportunity	to	explore	a	void	in	the	proposal	of	cultural	impact	evaluation.	However,	the	
different	terms	defining	this	impact	and	the	general	term	of	"construction"	are	discussed	
in	the	 following	paragraphs.	 In	Colombo's	perspective,	 the	 impact	on	the	construction	of	










those	 outcomes	 on	 the	 sense	 of	 regional	 identity	 of	 the	 participants	 and	 their	
increase	interest	on	the	local	culture	or	regional	culture	
• building	 of	 community	 pride	 or	 impacts	 on	 local	 character	 of	 the	 community:	
described	in	Hall	(1989),	it	refers	to	the	strengthening	of	the	local	identity.	
• change	 in	 aesthetics,	 presented	 in	 Getz	 (1991),	 expressed	 the	 different	
shifts/evolutions	 that	 might	 be	 produced	 in	 the	 aesthetic	






• culture	 profanation,	 based	 on	 the	 definitions	 of	 Vanclay	 (2002),	 it	 refers	 to	 the	
multiple	ways	that	 the	event	participation	can	fall	 into	different	cultural	offenses	
or	 negative	 outcomes.	 Vanclay	 referred	 to	 personal	 values,	 social	 and	 cultural	
values.	 Here	 it	 is	 referred	 to	 the	 cultural:	 the	 offense	 on	 local,	 regional	 or	







As	 it	might	be	observed,	 these	descriptors	define	processes	or	actions	related	 to	culture	
and	the	individual;	consequently,	the	cultural	identity	has	been	understood	by	the	term	of	
its	definition,	and	this	definition	is	as	a	final	construction	of	these	processes.	These	terms	
or	 expressions	 –	 validation,	 building,	 change,	 develop,	 celebration,	 increased,	 loss	 –	 that	
Colombo	linked	to	a	construction	of	the	cultural	identity,	are	describing	a	development	or	
an	 evolution	 of	 the	 cultural	 identity.	 Therefore	 they	 are	 referring	 to	 different	 features	
regarding	 the	 cultural	 identity	 through	 different	 mobile	 concepts	 rather	 than	 a	
construction	with	static	items.	The	term	construction	implies	a	process	of	adding	multiple	
layers	rather	than	a	process	understood	as	continuum	or	a	continuous	development	of	the	
cultural	 identity.	 Going	 in	 deep	 to	 her	 basis	 of	 the	 cultural	 identity,	 the	 basis	 of	 her	
definition	was	on	four	main	sources	(Colombo,	2012;	p.206):	 the	annual	overview	of	the	
Human	Development	(UNESCO,	2010),	Alain	Tourine	(1997),	Bauman	(2002)	and	Maalouf	




"construction	"or	the	consideration	that	each	 individual	 is	capable	of	 including	"multiple	
identities'	 understood	 as	 different	 layers	 adding	 to	 a	 final	 construction	 of	 the	 cultural	
identity	generates	a	contradiction.	That	 is,	 if	an	 individual	 is	capable	of	having	a	 flexible	
and	 genuine	 constructed	 cultural	 identity,	 but	 at	 the	 same	 time,	 it	 is	 capable	 of	 having	
multiple	 cultural	 identities,	 that	 are	 'fluid'	 or	 'flexible'	 these	 identities	 cannot	 be	 a	 final	
construction	of	an	specific	cultural	identity.	Then,	the	term	or	use	of	"identity"	became	the	
conflict	 on	 the	 definition	 of	 this	 conceptualization.	 In	 order	 to	 avoid	 this	 conceptual	
contradiction,	 this	 dissertation	 proposes	 to	 use	 the	 term	 "cultural	 identification"	 in	 the	
description	of	 the	cultural	 impact	 in	order	 to	express	precisely	 the	process	described	by	
the	different	terms	of	the	list	presented	above.	
As	 introduced	 in	 chapter	 2,	 section	 2.1,	 the	 concept	 of	 identification	 can	 be	 defined,	
following	the	definitions	of	Brubaker	and	Cooper	(2000),	as	a	process	or	processes	which	






(p.17):	 "	 the	 psychodynamic	 meaning	 involves	 identifying	 oneself	 emotionally	 with	
another	 person,	 category,	 or	 collectivity.	 Here	 again,	 "identification"	 calls	 attention	 to	





It	 might	 be	 observed	 that	 this	 concept	 of	 "cultural	 identification"	 is	 compatible	 with	
different	 theories	 about	 identity.	 This	 process	 of	 identification	 it	 is	 comprehended	 as	 a	
continuum,	which	may	 contribute	 to:	 construct	 identity	 in	 the	 cultural	 attributes-	 in	 the	
constructivist	 perspective;	 develop	 the	 personal	 concept	 of	 identity	 -	 in	 the	 voluntarist	
perspective-;	 or	 may	 help	 to	 discover	 the	 real	 and	 profound	 identity	 -	 in	 the	 realistic	
perspective.	Here,	 the	 general	 consideration	 is	 that	 participation	 in	 a	music	 festival	 is	 a	
decision	 that	will	 affect	 the	 cultural	 identification	 of	 the	 individual	with	 different	 items,	
then	this	participation	can	be	a	highlight	in	the	process	of	"becoming",	a	peak	moment	in	
the	way	of	how	this	identity	evolved	for	each	participant.		
Furthermore,	 cultural	 identification	 can	 be	 inserted	 or	 comprehended	 in	 the	 process	 of	
the	 individualization	 of	 the	 experience	 and	 self	 development	 in	 the	 context	 of	
festivalization	 of	 the	 cities	 for	 the	 cultural	 tourism	described	by	Richards	 (2007).	As	 he	
analysed:	
"As	 Western	 societies	 increasingly	 begin	 to	 suffer	 from	 'experience	 hunger'	 cultural	
tourism	becomes	a	means	of	 collecting	 individual	 experiences	 that	 can	be	used	 to	 create	
narratives	of	the	self	or	provide	raw	materials	for	distinction.	(p.258)	"	





• The	 third	 cultural	 impact	 proposed	 in	 the	 structure	 of	 Colombo	 (2016)	 it	 is	












the	 original	 definition	 of	 the	 impact.	 Since	 they	 define	 processes	 linked	 to	 the	





However,	 this	 theoretical	 selection	 of	 this	 impact	 should	 be	 contrasted	 with	 the	
perceptions	of	the	festival-goers.	Since	the	whole	model	is	based	on	the	perceptions	of	the	
participants	 it	 is	 reasonable	 to	 contrast	 this	 selection	with	 their	 perceptions.	 This	 issue	
will	 be	 faced	 in	 chapter	 6	 in	 section	 6.3.1,	 in	which	 a	 test	 analysis	will	 ask	 a	 sample	 of	
festival-goers	which	impact	it	is	more	suitable	for	their	experience	in	the	music	festival.	
Finally,	as	introduced	in	chapter	1,	section	1.4	and	in	the	statement	of	the	hypotheses,	the	
research	 aims	 to	 understand	 the	 perceived	 intentionality	 on	 the	 cultural	 impacts	 in	
contrast	with	 the	 targeted	objectives	of	 the	organizers.	As	explained	 in	section	5.3.1,	 the	




As	 introduced	 in	 section	 4.1	 in	 chapter	 4,	 the	 study	 of	 the	 intentionality	 of	 the	 festival	
organizers	seeks	to	understand	the	objectives	or	the	aims	targeted	by	them	in	order	to	set	
a	relation	with	the	cultural	 impacts	perceived	with	the	participants	of	the	music	 festival.	
These	 organizers	 can	 be	 reduced	 to	 those	 implied	 in	 the	 effective	 organization	 of	 the	






Ideally,	 the	 analysis	 should	 study	 each	 stakeholder	 of	 the	music	 festival	 represented	 in	
chapter	1,		Table	5,	from	2016	of	Van	Niekerk	and	Getz.	The	chart,	expanded	in	Table	14,	is	





results	 identified	 43	 subcategories	 within	 the	 unique	 stakeholders.	 Here	 it	 is	 only	
specified	the	first	level	resulted	from	their	survey	and	sorted	as	the	more	relevant	for	the	
festival	 organizers.	As	mentioned	above,	 the	 study	will	 be	 focused	on	 those	 that	 are	 the	
key	element	on	 the	decision	making	of	 the	 festival.	 It	 is	understood	 that	 this	 falls	 into	a	
category	 or	 general	 understanding	 of	 "festival	 organizers''.	 They,	 as	 defined	 in	 Van	














































Source:	 adaptation	 from	 Van	 Nierkerk	 and	 Getz	 (2016)	 which	 is	 based	 and	 interpreted	 from	 models	 of	
Andersson	&	Getz	 (2008),	 Bowdin	 et	 al.	 (2006);	 Getz	 (2007),	 Karlsen	&	Nordstrom	 (2009),	 Larson	 (2002),	
Presenza	 &	 Iocca	 (2012),	 Reid	 &	 Arcodia	 (2002),	 Shone	 &	 Parry	 (2001),	 Spiropoulous	 et	 al.	 (2006),	 van	
Niekerk	&	Coetzee	(2011).	
Then,	 festival	 organizers	 are	 differentiated	 from	 the	 other	 stakeholders	 of	 the	 festivals.	
They	 depend	 on	 the	 different	 stakeholders	 represented	 above	 because	 they	 are	
determined	 or	 oriented	 to	 have	 a	 positive	 involvement	 from	 them.	 For	 a	 successful	
festival,	the	festival	organizer	must	skilfully	manage	the	engagement	of	the	attendees	with	







The	 festival	 organizers	 intentionality	 is	 useful	 as	 a	 tool	 to	 analyse	 due	 its	 effective	
influence	in	the	perceptions	of	the	attendee.	As	explored	in	other	contexts,	the	success	in	
reaching	 specific	 factors	 in	 the	 experience	 of	 the	 participants	 are	 a	 key	 element	 for	 the	
organization	of	a	festival.	For	instance,	Axelsen	and	Swan	(2009),	identified	four	factors	to	
consider	for	the	organization	of	a	food	festival	to	foster	positive	consumer	perceptions	in	
the	 participants:	 the	 unique	 and	 different	 experiences	 encountered	 at	 the	 festival;	 the	
atmosphere	at	the	festival;	the	hype	and	glamour	surrounding	the	festival.	Moreover,	it	is	
palpable	 from	 this	 perspective	 of	 reaching	 a	 successful	 festival	 to	 accomplish	 certain	
issues	that	are	commonly	shared	by	the	audience	that	should	be	taken	into	account	from	
the	 festival	 organizers	 strategy.	 A	 clear	 example	 is	 the	 "greening	 of	 the	music	 festivals"	
(Cummings	et	al2014),	this	term	has	been	defined	by	the	music	industry	(Laing	and	Frost,	






the	 perspective	 of	 the	 organizers	 can	 offer	 the	 understanding	 of	 specific	 strategies	 that	
may	correspond	to	specific	audience	responses	or	intangible	impacts	in	the	experience	of	
the	music	festival.	
Another	 reason	 to	 analyse	 the	 perspective	 of	 the	 festival	 organizers,	 as	 explained	 in	
chapter	 2,	 section	 2.2,	 becomes	 the	 bursting	 of	 the	 music	 festivals	 in	 the	 last	 decades.	
These	 events	 represented	 the	 perfect	 formula	 to	 have	 a	 better	 level	 of	 income	 and	
therefore	 it	 can	 be	 discussed	 the	 type	 of	 cultural	 development	 that	 they	 represent.	





the	perspective	 of	 the	 attendee	 since	 are	 the	 ultimate	 recipients	 of	 the	 strategies	 of	 the	
organization	of	the	festival.	As	explained	in	section,	5.3,	the	CIPE	provides	the	evaluation	











development	 in	 relation	 with	 community	 pride	 development,	 cultural	 interest	 of	 the	
festival,	construction	or	destruction	of	identitarian	processes,	commercial	interests	versus	
cultural	 interests,	music	planning	according	 to	 the	budget	or	 if	 they	program	keeping	 in	
mind	possible	elements	of	regional	or	local	elements	of	culture.	Therefore,	the	study	of	the	
intentionality	 is	 focused	 on	 the	 different	 elements	 influencing	 those	 intangibles	 impacts	
with	 the	 objectives	 of	 the	 festival	 organizers.	 This	 attention	 on	 the	 influence	 of	 the	
objectives	 and	 its	 relation	 with	 the	 intangibles	 is	 detached	 from	 the	 analysis	 of	 the	
effectiveness	of	the	public	policies	obtained	in	Colombo	(2012).	In	her	proposal	of	the	CIP,	
Colombo	 attached	 the	 model	 CIP	 to	 the	 measurement	 of	 the	 effectiveness	 of	 specific	
policies	related	with	the	cultural	 impacts.	 In	 the	present	dissertation,	 the	 focus	 is	on	the	
contrast	between	the	targets	of	the	music	industry	with	the	cultural	impacts	experienced	
by	the	festival	goers.	This	difference		pretends	to	better	understand	the	global	effect	of	the	
music	 industry	and	 its	strategies	 in	different	processes	of	cultural	 identification	pursued	
or	unintentional	by	the	festival	organizers.		
Overall,	the	analysis	of	the	influence	of	the	festival	organizers'	intentionality	has	two	sides.	
First	of	 all,	 the	analysis	of	objectives	and	 intentions	of	 the	organizers,	 and	 secondly,	 the	
analysis	 of	 how	 these	 intentions	 are	 perceived.	 For	 that,	 it	 is	 needed	 to	 analyse	
qualitatively	 both	 sides,	 this	 will	 shed	 light	 on	 how	 these	 intentions	 affect	 the	 cultural	
impact	on	the	cultural	identification	and	on	the	emotional	impact.	Moreover,	this	will	help	
to	 understand	 the	 prosecuted	 intangible	 effect	 of	 the	 music	 festivals	 and	 how	 it	 is	
perceived.		
5.6 Some	final	considerations	
The	 construction	 of	 the	 CIPE	based	 on	 the	 CIP	 from	Colombo	 (2012	 and	2016)	 and	 the	





us	 to	meet	 the	 challenges	 posed	 in	 the	 research	questions	 of	 chapter	 4,	 in	 the	 simplest,	
most	efficient	and	methodologically	updated	way	and	moreover,	with	 the	specificities	 to	
analyse	 a	 complex	 cultural	 impact	 centred	 on	 the	 cultural	 identification	 of	 the	 festival-
goer.	
Although,	 it	 is	 relevant	 to	 remind	 why	 the	 CIPE	 constitutes	 an	 original	 and	 unique	
proposal	as	a	first	result	of	this	dissertation	and	for	its	application	in	the	music	festivals:	
o Firstly,	 it	 incorporates	the	evaluation	of	the	emotional	outcome	of	the	experience	
of	the	festival	through	a	new	conceptual	model,	the	Emotional	Impact	on	Cultural	
Events	(EIE).	This	model	of	analysis	includes	the	identification	of	the	influence	of	
the	 elements	 constituting	 the	 event	 experience	 in	 relation	 with	 the	 emotional	
responses	of	the	participants.	
o Secondly,	 the	 specification	 of	 the	 EIE	 for	 music	 festivals	 (EIMF)	 incorporates	
multiple	 and	 firmly	 based	 methodological	 perspectives	 of	 emotional	 evaluation.	
Therefore,	the	EIMF	is	structured	on	a	solid	base.	
o Thirdly,	it	analyses	the	intentionality	of	the	festival	organizers	and	its	perceptions	
from	 the	 festival-goer	 in	 the	 general	 consideration	of	 the	 strategies	of	 the	music	
industry.	
o Finally,	 it	 focuses	 on	 one	 singular	 and	 unexplored	 impact	 proposed	 on	 the	 first	
proposal	of	Colombo	(2016).	This	selection	of	the	impact	acknowledges	the	special	
relation	 between	 culture	 and	 emotions	 developed	 by	 several	 authors.	
Furthermore,	it	proposes	the	optimization	of	its	nomenclature	with	the	renaming	














As	 discussed	 so	 far,	 the	 CIPE	 can	 be	 considered	 as	 a	 new	 methodological	 approach	 to	
assess	and	measure	the	cultural	impacts	of	the	attendants	in	music	festivals	including	the	




As	mentioned	before,	 it	 is	necessary	the	validation	of	the	selection	of	the	cultural	 impact	
on	the	cultural	identification	since	it	is	assumed	that	the	conceptual	approaches	presented	
may	be	validated	in	every	music	event.	However,	this	assumption	based	on	the	conceptual	






The	 models	 of	 analysis	 presented	 in	 chapter	 5	 presented	 a	 structure	 that	 can	 be	
operationalized	 through	 specific	 indicators	 for	 its	 empirical	 evaluation.	 This	 evaluation	
can	 be	 applicable	 through	 different	 gathering	 methodologies	 in	 order	 to	 answer	 the	
research	questions	of	the	dissertation.	These	different	methodologies	should	allow	having	
a	wide	picture	of	the	phenomena	of	interest	of	our	study.	In	order	to	take	this	wide	picture	
and	 in	 the	 scope	 of	 the	 event	 studies	 presented	 in	 chapter	 1,	 the	 application	 of	 mixed	
methodologies	 can	 offer	multiple	 and	 complementary	 perspectives	 for	 the	 evaluation	 of	
the	experience	in	music	festivals.	
As	 presented	 in	 chapter	 4,	 section	 4.1,	 this	 chapter	 constitutes	 the	 second	 stage	 of	 the	
research	plan.	The	general	aims	of	this	chapter	were	the	following:	
• to	improve	the	application	of	the	gathering	methodologies	in	the	case	study,	















■ to	 justify,	 in	a	provisional	step,	 the	selection	of	 the	cultural	 impact	on	
the	 construction	of	 the	 cultural	 identity	proposed	 in	Colombo	 (2016)	
and	redefine	it	into	the	impact	on	the	cultural	identification.	
■ to	 incorporate	 to	 the	 general	 considerations	 of	 the	 CIPE	 possible	
nuances	not	contemplated	in	the	conceptual	framework;	
160	








■ to	 prove	 the	 suitability	 and	 viability	 of	 the	 survey	 in	 its	 appliance	 to	
different	types	of	music	festivals,		
■ to	validate	the	selection	of	the	case	study	based	on	the	gathered	data	




■ to	 contrast	 the	 perspective	 of	 the	 quantitative	 and	 qualitative	 data	
from	 the	 three	music	 festivals	 gathered	 through	 the	 surveys	 and	 the	
test	interviews	respectively.		
■ to	help	on	the	selection	of	the	case	study.	
These	 different	 steps	 with	 multiple	 objectives	 will	 lead	 to	 a	 set	 of	 conclusions	 and	
suggestions	presented	in	section	6.4	regarding	the	three	main	aims	presented	above.	As	it	












The	 hypotheses	 stated	 in	 chapter	 4	 are	 the	 basis	 for	 the	 selection	 of	 the	 gathering	 data	
techniques.	 As	 stated	 in	 section	 4.1,	 the	 first	 hypothesis	 verses	 on	 the	 relation	 between	
culture	 and	 emotions,	 whereas	 the	 second	 relates	 the	 objectives	 or	 intentions	 of	 the	
festival	 organizers	 with	 the	 perceptions	 of	 the	 festival-goer.	 As	 presented	 in	 chapter	 5,	
they	 conformed	 the	 new	 proposal	 of	 CIPE	 that	 is	 constituted	 with	 several	 elements40	
regarding	two	intangibles:	the	cultural	impacts	and	the	emotions.	As	it	might	be	deduced,	
each	intangible	requires	specific	data	in	order	to	be	properly	described	and	consequently,	
therefore	 each	 element	 needs	 a	 specific	 source	 of	 data	 with	 an	 attached	 gathering	
techniques.		
Each	hypothesis	was	understood	within	 the	context	of	 the	music	 festival	experience	and	
will	require	a	set	of	methodologies	to	be	validated.	Table	15	relates	each	hypothesis	with	
the	 gathering	 data	 technique	 proposed.	 The	 main	 data	 was	 gathered	 by	 two	
methodologies:	surveys	and	interviews.	The	survey	to	festival-goers	would	collect	data	for	
the	 variables	 developed	 in	 the	 CIPE,	 these	 variables	 are	 the	 ones	 which	 compose	 the	
emotional	impact	and	the	cultural	impact.	As	well	as	the	interviews	to	the	same	group	that	
copes,	this	time	in	a	qualitative	way,	the	overall	experience.	Both	techniques	are	conceived	
to	 understand	 and	 identify	 the	 main	 hypothesis	 in	 relation	 with	 the	 experience	 of	 the	
attendant	 during	 the	 music	 festival.	 However,	 the	 intentionality	 requires	 a	 singular	
verification	from	the	perspective	of	 the	music	 festival	organizers.	This	 is	 the	reason	why	
interviews	 to	 festival	 organizers	 should	 be	 conducted.	 Lastly,	 one	 essential	 source	 of	
information	 of	 the	 constitution	 of	 the	 music	 festival	 experience,	 consists	 in	 the	 real	
experience	of	the	event	itself.	Moreover,	the	digital	description	of	this	real	experience	can	
introduce	more	layers	of	interpretation.	As	a	consequence,	the	real	and	digital	participant	
observation	 meets	 perfectly	 the	 case	 because	 would	 enable	 to	 observe	 not	 only	 the	
reactions	of	the	festival-goers	and	the	atmosphere	of	the	festival	but	also	may	describe	the	
																																								 																					
40	Two	main	 elements	 constitute	 the	 CIPE:	 the	 emotional	 impact	 and	 the	 cultural	 impact	 on	 the	
cultural	 identification.	As	presented	 in	chapter	5,	section	5.2,	 the	emotional	 impact	has	 four	main	
dependent	 variables:	 characteristics	 of	 the	 event,	 origin	 of	 emotions,	 emotions	 and	 peak	
experiences.	As	presented	 in	 chapter	5,	 section	5.3,	 the	 cultural	 impact	has	 two	main	dependant	
variables,	the	perception,,and	the	profile.		
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subjective	 experience	 of	 the	 festival,	 the	 negative	 elements	 and	 specific	 unexpected	
elements	of	analysis.	This	qualitative	approach	would	be	very	helpful	in	order	to	contrast	
the	 structured	 quantitative	 approach	 of	 the	 survey.	 The	 visual-digital	 ethnography	 is	
selected	in	order	to	collect	all	nuances	and	particular	behaviours	during	the	festival.	This	
technique	is	conceived	as	a	contrasting	methodology	for	the	data	collected	in	the	previous	
methodologies.	 Furthermore,	 the	participant	observation	 is	 also	 a	 source	of	 information	




Hypotheses	 Main	methodologies	 Stakeholder		 Contrast	
methodology	
1.	 Intense	 emotions	 triggers	
cultural	 impacts	 perceived	 by	














1.2.	 The	 stronger	 the	 music	
preference	 the	 stronger	 the	
emotional	impact	
Survey	
2.	 The	 festival-goers	 perceive	
cultural	 impacts	 as	 a	









Each	methodology	 has	 been	 selected	 for	 several	 reasons.	 In	 the	 case	 of	 the	 survey,	 this	
methodology	 enables	 the	 specific	 evaluation	 intended	 in	 the	 model	 of	 analysis	 of	 CIPE	
with	concrete	 independent	variables	 that	are	easy	 to	articulate	 in	a	questionnaire.	Thus,	
the	 quantitative	 evaluation	 of	 the	 variables	 can	 be	 assessed.	 Moreover,	 the	 use	 of	 the	
surveys	 for	 quantitative	 analysis	 brings	 the	 opportunity	 to	 interrelate	 variables	 of	 the	
model	 of	 analysis,	 the	most	 relevant	 relation	 to	 assess	 is	 between	 the	 emotional	 impact	
and	 the	cultural	 impact.	Therefore,	within	 the	 framework	of	 this	 research,	 the	 survey	 to	
the	festival-goers	is	understood	as	an	instrument	for	capturing	information,	which	aims	to	
provide	 sufficient	 data	 for	 the	 development	 of	 the	 model	 of	 analysis	 contrasted	 with	
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empirical	 analysis.	 Consequently,	 this	data	 collected	may	help	 to	 contrast	 the	validity	of	
the	hypothesis.	
In	the	case	of	the	interviews,	it	has	been	proposed	the	semi-structured	interviews	in	order	




complementing	 each	 other	 in	 order	 to	 have	more	 complete	 information	 about	 the	 case.	





the	 visual	 &	 digital	 ethnography	 will	 enable	 to	 acknowledge	 the	 subjective	 perspective	
from	the	point	of	view	of	the	author	and	from	multiple	points	of	the	participants	active	in	







require	 adjustments	 on	 their	 application.	 In	 this	 section	 it	 is	 presented	 this	 refinement	
process	with	different	steps	understood	within	the	four	stages	presented	in	chapter	441.	
We	 established	 four	 steps	 for	 the	 definition	 of	 the	 optimization	 of	 the	 data	 gathering	
within	the	four	stages	presented	in	chapter	4,	section	4.2.	As	presented	in	Graphic	1,	the	
first	conceptual	step	is	described	and	each	technique	will	be	related	to	the	hypothesis	to	
be	contrasted.	The	 first	 is	 the	stage	of	 the	structure	of	 the	research	presented	 in	section	
4.1.1.	 Secondly,	 the	 contrast	 of	 previous	 interviews	 to	 festival-goers	 and	 festival	
organizers	 with	 five	 aims:	 to	 acknowledge	 whether	 the	 concepts	 of	 the	 survey	 can	 be	










presented	 in	 section	 6.3.1.	 Thirdly,	 the	 application	 of	 the	 survey	 and	 the	 visual	
ethnography	 in	 three	test	music	 festivals,	 this	stage	will	show	how	the	survey	should	be	
adapted	and	introduce	a	first	quantitative	glance	on	the	hypotheses	validation	through	a	
mixed	methodology.	These	two	steps	are	considered	to	be	included	in	the	second	stage	of	
the	 structure	of	 the	 research	presented	 in	 section	4.1.2.	 Finally,	 the	adjusted	 techniques	
will	be	applied	to	the	case	study	(in	chapter	8)	in	order	to	validate	or	not	the	hypotheses.	
The	main	sources	of	information,	as	it	will	be	presented	in	the	following	sections,	were	the	





In	 summary,	 these	 techniques	will	work	on:	 firstly,	 the	 contrast	of	 the	 first	hypothesis42	
that	might	be	reduced	to	the	evaluation	of	the	cultural	impact	on	the	cultural	identification	
(selected	 in	 chapter	 2	 and	 5)	 using	 the	 variables	 of	 the	 CIPE	model	 of	 analysis	 and	 the	
evaluation	of	the	Emotional	Impact	in	Music	Festivals	(EIMF);	secondly,	the	contrast	of	the	




impact	within	 the	context	of	 the	music	 festival.	At	 the	same	time,	enables	 to	understand	
the	 possible	 relation	 between	 the	 perceived	 intentionality	 of	 festival-goers	 with	 the	















festivals.	 Thus	 acknowledge	 the	 existence	 and	 intensity	 of	 these	 impacts	 and	 if	 the	




























































Emotions	 and	 cultural	 elements	 conforming	 the	 concepts	 of	 the	 survey	 come	 from	 a	
subjective	 experience,	 then	 the	 survey	 requires	 to	 be	 contrasted	 previously	 of	 its	
application.	Consequently,	a	set	of	previous	interviews	inspired	in	the	above	structure	will	
help	to	understand	if	some	concepts	needed	to	be	added	or	reconsidered.	As	mentioned	in	
chapter	 5,	 section	 5.4,	 the	 selection	 of	 the	 cultural	 impact	 on	 the	 cultural	 identification	




In	 short,	 in	 this	 section	 it	 was	 presented	 the	 conceptual	 structure	 of	 the	 variables	
contained	in	the	survey	based	on	the	model	of	analysis	CIPE	and	the	EIMF.	However,	this	
survey	requires	a	process	of	refinement	thanks	to	previous	research	through	interviews	to	
general	 festival-goers	 that	 will	 be	 presented	 in	 section	 6.3.	 Afterwards,	 the	 analysis	 of	
these	 interviews	 to	 festival-goers	 a	 second	 and	 refined	 version	 of	 the	 survey	 will	 be	
presented	in	section	6.3.2.	This	refined	version	of	the	survey	was	held	 in	three	sampling	
cases	in	which	the	author	at	the	same	time	of	the	application	took	notes	in	order	to	keep	




As	presented	 in	the	 introduction	of	 this	chapter,	 the	 interviews	are	considered	to	gather	
information	 from	 the	 festival-goer	 and	 the	 festival	 organizer	 in	order	 to	understand	 the	
validity	 of	 the	 main	 concepts	 constituting	 the	 hypotheses	 but	 also	 to	 tackle	 the	
comprehension	and	suitability	of	the	concepts	constituting	the	survey	to	the	attendants	in	
the	second	step	presented	in	Graphic	2.	Also,	it	will	gather	information	from	the	festival-




As	 it	might	be	understood,	 the	 interview	brings	great	benefits	 to	explore	 the	problem	of	
research	 and	 location	 in	 its	 historical,	 political	 and	 social	 context,	 as	 it	 allows	 the	
researcher	 to	not	only	acquire	verbal	 information	 from	the	 interviewee,	but	also	all	 that	
nonverbal	 information	that	the	researcher	can	observe,	which	should	also	be	considered	
as	potential	data	 to	be	analysed.	As	defined	by	Webb	(1932,	p.	130)	 it	 is	a	 'conversation	
with	 a	 purpose',	 this	 conversation	 may	 help	 to	 undisclosed	 feelings,	 intentions	 and	
countless	elements	for	the	description	of	the	music	festival	experience	or	the	organization	
of	 this	 experience.	 Therefore,	 it	 is	 a	 tool	 that	 may	 collect	 data	 with	 different	 research	
objectives	and	let	elaborate	the	different	interviewee	in	their	topics	of	interests.	
Table	17,	summarizes	these	different	objectives	in	correspondence	with	the	interviewee.	
During	 the	 second	 stage	 of	 the	 research	 (presented	 in	 section	 4.2)	 and	 from	 the	
perspective	 of	 the	 festival-goer,	 the	 first	 objective	 was	 to	 acknowledge	 if	 a	 common	
festival-goer	may	comprehend	the	key	concepts	presented	in	the	survey.	These	concepts	
were	 the	 cultural	 impact,	 the	 emotional	 impact	 and	 the	 perceived	 intentionality,	 which	
constitute	 the	 core	 of	 the	 research.	 It	 is	 required	 to	 test	 how	 the	 concepts	 are	
comprehended	 from	the	respondents	concerning	 the	different	concepts	attached	to	each	
definition	of	the	cultural	 impacts	of	the	CIPE.	Similarly	occur	with	the	origin	of	emotions	
within	 the	 Emotional	 Impact	 in	 Music	 Festivals	 (EIMF),	 this	 model	 of	 analysis	 is	
constituted	from	different	conceptual	backgrounds	though	requires	to	be	contrasted	with	
empirical	 results.	 The	 second	 objective,	 in	 this	 stage,	 was	 to	 have	 a	 first	 glance	 on	 the	




2	section	2.1.4;	 chapter	3,	 section	3.2.),	 the	 impact	on	 the	cultural	 identification	was	 the	
most	 suitable	 of	 the	 five	 presented	 in	 the	 conceptual	 development	 of	 Colombo	 (2016).	
However,	this	may	differ	from	the	perception	of	the	attendee.	Finally,	the	last	objective	is			
gathering	 data	 from	 the	 perspective	 of	 the	 festival-goer.	 This	 is	 an	 important	 step	 and	
provides	 means	 to	 justify	 the	 selection	 of	 the	 case	 study	 from	 a	 previous	 selection	
presented	in	section	6.3.	
During	the	second	stage	and	from	the	perspective	of	the	festival-organizer	the	objectives	
were	 similar	 to	 the	 festival-goers.	 The	 first	 was	 to	 acknowledge	 whether	 the	 concepts	
were	 understood	 or	 not.	 The	 second	 aimed	 to	 recollect	 information	 that	 might	 be	
interesting	or	to	be	included.	
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During	 the	 third	stage,	 in	 the	application	 to	 the	case	study,	 	 the	aim	of	 the	 interviews	 to	
festival	 goers	was	 to	 gather	 data	 about	 the	 experience	 of	 the	 festival-goer	 on	 the	main	
topics	 of	 analysis	 considering	 	 cultural	 impact,	 emotional	 impact	 and	 intentionality	 in	
order	to	complement	or	find	new	perspectives	different	from	the	data	gathered	from	the	
surveys.	 Similarly,	 the	 aim	 of	 the	 interview	 to	 festival	 organizers	 at	 this	 stage	 was	 to	
gather	 information	 in	 order	 to	 identify	 their	 objectives	 within	 the	 organization	 of	 the	
festival,	 they	can	bring	data	 for	 the	research	not	 introduced	 in	 the	official	documents	or	
the	official	narratives	of	the	websites	or	press,	and	therefore	have	a	profound	insight	for	
the	 validation	 of	 the	 second	 hypothesis.	 The	 interviews	 to	 the	 festival	 organizers	 were	
thought	 to	 reach	 several	 objectives	 regarding	 the	 second	 hypothesis.	 Firstly,	 to	
understand	their	objectives	for	the	organization	of	the	music	festival.	Secondly,	how	they	
are	 considered	 or	 intended	 to	 generate	 cultural	 impacts	 or	 if	 they	 are	 considered.	 As	 a	







Festival-goers	 To	 acknowledge	 the	 comprehension	of	 concepts	 of	
the	survey	from	the	perspective	of	the	festival	goer	
To	 incorporate	 possible	 nuances	 on	 the	
construction	of	the	model	of	analysis	
To	 justify	 -rooted	 in	 the	 perception	 of	 the	 festival-





To	 acknowledge	 the	 comprehension	of	 concepts	 of	
the	hypotheses	 from	 the	perspective	of	 the	 festival	
organizer	
To	 incorporate	 possible	 nuances	 on	 the	
construction	of	the	model	of	analysis	or	the	analysis	
of	intentionality	
















structures	of	questions	or	approaches.	 In	this	case,	 the	selection	of	 the	type	of	 interview	
has	been	determined	by	the	stage	of	the	research	presented	in	chapter	4,	section	4.2.	For	
the	second	stage	-	the	test	of	methodologies	and	sampling-	the	mode	to	hold	the	interview	
will	be	a	 focused	 semi-structured	 interview	because	 the	 interest	 is	 to	acknowledge	how	
certain	 concepts	 are	 understood	 (cultural	 impact,	 emotional	 impact	 and	 intentionality)	
and	for	the	selection	of	the	cultural	impact	from	the	five	constituting	the	CIPE.	For	the	case	
study	 application,	 the	 interview	 was	 meant	 to	 gather	 data	 about	 specific	 concepts	 and	
consequently,	the	type	of	interview	will	be	focused	or	more	structured.	
Therefore,	 for	 the	 second	 phase,	 the	 semi-structured	 interview	 was	 based	 on	 the	
observations	of	Flick	(1998)	who	developed	precisely	the	different	characteristics	of	this	
type	 of	 interview.	 As	 Flick	 observes,	 these	 interviews	 should	 be	 including	 the	 following	
elements:	
• Absence	of	direction:	The	questions	should	not	contain	any	underlined	opinion	or	




• Specificity:	 the	 interview	 should	 show	 up	 the	 elements,	 which	 determines	 the	
effect	or	the	experience	of	the	interviewed.	The	general	or	not	specified	statements	
are	without	 interest	 for	 the	methodology.	 In	 this	research,	at	 the	second	stage	of	





• Depth	and	personal	 context:	 the	emotional	 responses	 to	certain	 topics	 should	be	
descriptive	more	 than	 'pleasant'	 or	 'unpleasant'.	 It	 should	 be	 answered	with	 the	
maximum	of	commentaries	about	themselves	and	trying	to	deepen	on	the	personal	
thoughts	and	feelings.		
For	 the	 third	 stage	 of	 the	 research,	 in	 the	 case	 study,	 it	 was	 applied	 to	 a	 structured	
interview.	 As	 described	 in	 Diaz-Bravo,	 Truce,	 Martinez	 and	 Varela	 (2013)	 the	 main	
characteristics	 of	 these	 interviews	 are:	 "the	 questions	 are	 fixed	 in	 advance,	 in	 a	 certain	
order	 and	 contain	 a	 set	 of	 categories	 or	 options	 for	 the	 subject	 to	 choose.	 It	 is	 rigidly	
applied	 to	 all	 study	 subjects.	 It	 has	 the	 advantage	 of	 systematization,	 which	 facilitates	
classification	 and	 analysis,	 and	 also	 presents	 high	 objectivity	 and	 reliability."	 This	
structured	construction	of	the	interview	helped	to	understand	better	–	as	it	might	be	read	
in	 chapter	8,	 section	8.3	 –	 the	 impact	on	 the	 cultural	 identification	and	 its	 relation	with	
different	emotional	responses.	




Paraphrasing	 Jaimangal-Jones	 (2013,	p.	45):	 a	 semi-structured	 interview	 let	participants	
elaborate	on	areas	significant	to	them,	whilst	enabling	the	researcher	to	direct	the	topics	
of	conversation	around	the	key	theme.	Some	of	the	questions	were	the	same	as	the	ones	
established	 in	 the	 survey	 in	 order	 to	 contrast	 the	 comprehension	 of	 concepts,	 and	 to	
understand	the	effects	on	the	cultural	and	emotional	impacts.	




3. Effects	 and	 impacts:	 Cultural	 impact,	 Emotional	 impact	 and	whatever	 effect	 they	
perceived.	
4. Specify	the	relation	between	emotions	and	cultural	impacts	and	intentionality	





the	 experience	 of	 music	 festivals,	 how	 intense	 and	 how	 they	 remember.	 Then,	 the	
objective	 was	 that	 the	 interviewed	 elaborates	 around	 the	 intangible	 impact,	 which	
personal	 experiences	 and	 effects	 had	 the	 experience	 and	 how	 they	 interrelate	 these	
different	 experiences	 with	 their	 emotions	 and	 the	 intentions	 of	 the	 music	 festival	
organizers.	In	appendix	3	it	is	presented	the	set	of	questions	potentially	used	for	the	semi-





to	a	heterogeneous	group	of	 ten	 festival-goers	as	 a	part	of	 the	 second	stage	 (the	 testing	
exercises).	 These	 will	 help	 to	 check	 if	 the	 concepts	 are	 understood,	 to	 refine	 the	
questionnaire	and	to	gain	experience	for	the	interviews	of	the	case	study.	Later	on,	in	the	
third	 stage	 of	 the	 research,	 these	 interviews	 will	 be	 reduced	 and	 structured	 for	 the	
research	 on	 the	 case	 study44	in	 a	 structured	 interview.	 During	 this	 stage,	 another	 10	
interviews	were	held	to	 festival-goers	of	 the	case	study.	The	main	structure	of	 these	 last	
interviews	 was	 essentially	 the	 same	 presented	 previously	 though	 more	 structured	 and	
specified	in	its	terms.	
6.1.2.3 Interview	to	music	festival	organizers	
As	well	 as	 in	 the	previous	group	a	 semi-structured	 interview	was	applied	 in	 the	 second	
stage	 of	 the	 research.	 The	 interviews	 to	 the	 organizers	 of	 the	 music	 festival	 had	 two	
different	 objectives:	 firstly,	 understand	 the	 objectives	 of	 the	 organizers	 for	 the	




The	 essential	 structure	 of	 the	 interviews	 was	 centred	 to	 recollect	 data	 to	 analyse	 the	
intentionality	 of	 different	 stakeholders	 of	music	 festivals.	 As	mentioned	 in	 the	 previous	




44	The	 final	 interview	 guideline	 is	 in	 appendix	 11	 and	 summary	 presented	 in	 chapter	 8,	 section	
8.2.1.	
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The	 interviews	 were	 also	 thought	 in	 two	 phases:	 first,	 to	 test	 the	 comprehension	 of	
concepts,	 the	 suitability	 of	 the	methodology;	 second,	 thanks	 to	 the	 experience	 gained	 in	
the	analysis	of	the	test	cases,	the	interview	should	gather	information	of	the	case	study	in	
order	to	acknowledge	the	intentionality	in	more	specific	terms.	Ideally	each	music	festival	
organizer	of	 the	previous	cases	should	be	 interviewed	 in	order	 to	understand	 the	vision	
with	the	impacts	on	the	participants.	However,	there	were	some	organizers	that	were	not	
willing	to	collaborate	with	the	research	as	it	will	be	presented	later	on.	
The	 interviews	were	held	 after	 the	music	 festival	 and	 lasted	between	30	 to	90	minutes.	
They	were	held	after	 the	event	because	 the	persons	would	be	more	available	 to	answer	
the	 questions	 better	 than	 before	 the	 festival	 when	 they	 are	 under	 the	 pressure	 of	 the	
organization	of	 the	 festival.	Consequently,	 the	organizers	are	more	willing	to	answer	the	
questions	 after	 the	 event	 instead	 of	 before	 the	 event.	 The	 interviewed	 should	 be	 the	
director	 of	 the	 music	 festival	 or	 persons	 working	 on	 the	 direction's	 committee.	 The	
objective	 of	 the	 analysis	 of	 intentionality	 is	 to	 acknowledge	 the	major	 objectives	 of	 the	
organization	of	the	event.		It	is	necessary	to	understand	the	general	objectives	linked	with	




As	 introduced	 previously,	 the	 participant	 observation	 is	 a	 methodology	 that	 brings	 the	
data	 from	 the	 experience	 of	 the	 event	 of	 study.	 This	 methodology	 can	 grasp	 the	









music,	 to	 the	 atmosphere	 and	 so	 on.	 For	 the	 evaluation	 of	 these	 elements	 participant	





ethnographer	 acknowledges	 and	 understands	 the	 life	 they	 are	 living	 and	 may	 gather	
various	 information	 about	 a	 specific	 group	 of	 people.	 The	 same	 authors	 recommended	
equilibrium	 between	 positivism	 and	 naturalism.	 This	 goal	 is	 a	 harmony	 between	 the	
assumptions	of	 the	analysis	 that	 the	researcher	 is	willing	 to	 test	and	the	preservation	of	
the	"purity"	of	 the	 information	coming	from	the	sample.	 In	that	sense,	and	coming	along	
with	Pauwels	(2010),	ethnography	may	include	a	visual	element	such	as	pictures	from	the	
events,	not	only	coming	from	the	researcher	but	also	from	the	participant.		
This	 methodology	 gives	 a	 different	 perspective	 of	 the	 above-mentioned	 methodologies	
(surveys	and	interviews).	The	experiencing	of	the	same	ups	and	downs	of	the	music,	 the	
interaction	between	participants	and	the	acknowledgment	of	 the	circumstances	 includes	
valid	 information	 of	what	 is	 happening	 during	 the	music	 festival.	 As	 Tope	 Chamberlain,	








(2017)	 doing	 digital	 ethnography	 requires	 a	 team	 of	 researchers	 to	 bring	 as	 much	 as	
possible	digital	data	 from	social	networks.	However,	 in	 the	perspective	of	 this	 thesis	 the	
"digital"	perspective	seeks	to	complement	the	visual	ethnography	already	done	in	the	field	
of	 the	music	 festival.	Then,	 after	each	 festival	 a	 selection	of	active	accounts	of	 the	 social	
networks	might	be	considered	as	a	source	of	data	and	complemented	by	the	description	of	
the	visual	ethnography.	




defining	 the	 research	 questions	 and	 the	 development	 of	 the	 research,	 they	 recommend	
general	 guidelines	 for	 doing	 ethnography.	 They	 suggested	 two	 main	 rules	 concerning	
gathering	of	the	data	of	the	case	study.	Firstly,	to	typify	the	case	or	cases	of	study	in	order	
to	 be	 able	 to	 compare,	 contrast	 or	 align	 the	 data.	 Secondly,	 doing	 sampling	 during	 the	
gathering	 of	 data	 of	 the	 ethnography,	 meaning,	 taking	 specific	 data	 from	 an	 specific	
observation	 of	 specific	 phenomena	 of	 the	 case.	 They	 defined	 three	 criteria	 for	 these	
specific	 samples:	 the	 time,	 the	people	 and	 the	 context.	 In	 the	 first	 criteria	 they	describe	
how	 the	 different	 behaviours,	 events	 or	 in	 general	 the	 social	 life	may	 differ	 during	 the	
time.	Consequently	it	is	important	to	be	continuously	sampling	over	the	time	of	the	case.	
The	 second	 criteria	 is	 taking	 samples	 from	 the	 analysis	 of	 the	 people	 of	 the	 case	 study.	
This	can	mean	countless	criteria,	for	instance,	following	demographic,	psychometrics,	pre-
established	 categories	 or	 from	 categories	 coming	 from	 the	 case	 itself.	 Finally,	 the	 last	
criterion	refers	to	the	observation	into	the	different	contexts	contained	in	the	case	study.	





potentially	 met	 during	 the	 experience	 of	 the	 festival	 and	 the	 different	 atmospheres	
generated	in	the	spaces	or	venues	of	the	festival.	
Furthermore,	 these	 considerations	 on	 the	 gathering	 of	 data	 through	 the	 classical	
perspective	 of	 the	 ethnography	 can	 be	 complemented	 with	 the	 visual	 and	 digital	
perspective.	Some	observations	of	Stanczak	(2007)	may	help	on	the	proceedings	on	doing	
visual	 observation;	 in	 his	 perspective	 images	 contain	 biased	 information	 describing	 the	
case	 of	 study	 with	 two	 considerations.	 Firstly,	 he	 considered	 that	 every	 image	 is	
manipulated,	 and	 therefore	 no	 image	 represents	 reality	 but	 a	 specific	 interpretation	 of	
reality	 from	 a	 specific	 perspective.	 As	 a	 consequence,	 the	 content	 depends	 on	 a	 large	
number	of	technical	and	aesthetic	choices	made	by	the	photographer,	based	on	his	or	her	
intent.	 However,	 this	 specific	 way	 of	 expressing	 -through	 images	 of	 a	 specific	
photographer-	 a	 description	 of	 a	 reality	 can	 enrich	 the	understanding	 of	 the	 experience	
when	 multiple	 perspectives	 are	 combined.	 Secondly,	 Stanckzak	 understood	 that	 the	
response	of	the	viewer	to	the	image	will	be	based	on:	content,	perception	of	intent	and	the	
context.	 But	 this	 can	 be	 completed	 with	 the	 understanding	 of	 the	 perspective	 of	 the	
photographer.	The	analysis	of	these	images	should	include	a	summary	information	about	
the	 photographer	 or	 the	 poster	 of	 the	 picture.	 As	 Pink	 (2001,	 p.34)	 observes	 in	 her	
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observations	 on	 bullfighting:	 "By	 analysing	 the	 context	 in	which	 the	 images	were	 taken	
and	 the	 local	photographic	 conventions	 to	which	 their	 composition	 compiled,	 I	 gained	a	
deeper	 understanding	 and	 a	more	 informed	 visual	 representation	 of	 the	 significance	 of	
particular	 social	 relationships,	 representations	 of	 self,	 and	 of	 stages	 of	 the	 bullfight".	 Of	
course	it	will	not	be		the	same	as	in	visual	ethnography	but	the	criteria	of	understanding	
the	significance	of	the	event	thanks	to	who	is	taking	the	photo	in	the	digital	world	will	be	
helpful.	 Nowadays	 this	 is	 taken	 from	 the	 data	 that	 can	 provide	 the	 social	 networks.	 As	





the	 application	 of	 a	 proper	 participant	 observation.	 These	 data	 might	 follow	 different	
modes	 of	 being	 registered	 or	 collected,	 the	 following	 table	 shows	 the	 suggested	





Field	notes	(Spradley,	1980)	 Space,	 actors,	 activity,	 physical	 objects,	 event,	 sequence	 of	





Digital	information	 Pictures	 from	 digital	 sources,	 information	 of	 the	








summarized	 in	 a	 final	 report.	 In	 this	 chapter,	 it	 is	 only	 presented	 the	 highlighted	
information	of	the	final	documents	of	ethnography	of	the	three	previous	cases	before	the	
case	 study.	 The	 selected	 pictures	 taken	 by	 the	 author,	 captions	 of	 the	 app,	 and	 those	
posted	 in	 the	 social	 networks	 are	 within	 the	 complete	 description	 of	 the	 participant	
observation	from	the	three	test	cases	in	appendix	9.	
6.1.4 Ethical	considerations	
During	 the	 process	 of	 undertaking	 this	 thesis,	 the	 author	 applied	 the	 best	 practices	
referred	 to	 the	 research	 through	 methodologies	 in	 the	 human	 behaviour	 analysis.	
Therefore,	ethical	considerations	were	taken	into	account	prior	to	any	collection	of	data.	
Before	 undertaking	 the	 festival	 organiser	 interviews,	 the	 respondents	 received	 an	
information	sheet	and	were	informed	of	the	background	to	the	research,	the	research	aims	
and	 objectives,	 and	 how	 their	 data	would	 be	 collected,	 stored	 and	 used.	 The	 interviews	
were	 recorded	 through	 the	 author’s	 MacBook	 pro	 in	 case	 of	 any	 recording	 failures	
(Creswell,	 2009),	 with	 additional	 notes	 taken	 during	 the	 process.	 In	 the	 case	 of	 the	
festival-goers,	they	were	informed	beforehand,	its	personal	data	was	anonymized	and	no	
sensible	data	from	them	was	stored.	
The	 information	 of	 the	 surveys	 was	 collected	 on	 the	 venue	 through	 digital	 and	 paper	
recordings.	 Each	 respondent	 received	 a	paper	 form	 in	which	was	 informed	 the	 aim	and	
objectives	 of	 the	 research.	 The	 digital	 recording	 was	 done	 through	 the	 phone	 of	 the	






accepting	 its	dissemination	through	the	social	platforms.	 In	no	case	were	the	 individuals	
identified	 from	 their	 administrative	 information,	 therefore	 it	 is	 unable	 to	 identify	 the	







of	 the	 cultural	 impact.	 This	 suitability	 is	mainly	 determined	by	 the	 elements	 composing	
the	 CIPE	 and	 by	 the	 applicability	 of	 the	 gathering	 methodologies.	 There	 are	 two	 main	
determinations	to	be	observed	by	the	CIPE:	the	prominence	of	music	and	the	basis	of	the	
model	 of	 analysis.	 Firstly,	 the	 event	 should	 have	 music	 as	 a	 central	 part	 of	 the	 event	
because	 two	main	 reasons:	 in	 one	 side,	 this	 can	offer	 the	opportunity	 to	prove	whether	
music	is	the	main	origin	or	not	in	the	specific	circumstances	of	a	music	festival;	in	another	
side,	because	the	music	style	may	determine	the	profiles	of	the	participants	and	therefore,	
have	 an	 important	 weight	 on	 the	 analysis	 of	 the	 cultural	 impacts	 in	 the	music	 festival.	
Secondly,	 the	 CIPE	 should	 follow	 the	 rules	 to	 select	 a	 cultural	 event	 on	 the	 basis	 of	
Colombo	(2016)	since	it	is	the	conceptual	origin	of	CIPE.	The	model	of	analysis	CIP,	in	its	
theoretical	 development,	 was	 applied	 through	 a	 selection	 of	 cases	 done	 with	 criteria	
embracing	all	cultural	events.	Therefore,	it	 is	understood	that	the	application	of	the	CIPE	
should	 follow	 these	 rules	 applied	 in	 its	 original	 case	 but	 specified	 in	 the	 case	 of	music	
festivals.	From	these	two	sides,	this	section	presents	the	criteria	for	an	initial	selection	of	
music	festivals.	Finally,	as	mentioned	before,	the	application	of	the	methodologies	in	each	
of	 the	 cases	 will	 require	 an	 adaptation	 on	 how	 they	 are	 applied.	 This	 specification	 is	
explained	when	required.	
As	mentioned	previously,	music	might	be	a	criterion	for	the	selection	of	the	music	festival.	
In	 fact,	 the	 adaptation	 of	 the	 CIPE	 specified	 in	 chapter	 5,	 section	 5.3.2,	 analyse	 the	
emotions	 related	 to	 live	 music	 experience.	 Then,	 the	 selection	 of	 the	 live	 music	 event	
needs	to	be	justified	in	relation	with	music.	Consequently,	the	weight	of	the	music	style	in	
the	 selection	 of	 the	 music	 festival	 will	 be	 one	 decisive	 criterion	 on	 the	 selection.	 As	
explained	 in	chapter	2,	 section	2.1.1,	 the	music	styles	can	be	 identified	 through	multiple	
analysis	and	with	multiple	aims.	A	validated	and	well-based	music	style	identification	was	
undertaken	 by	 Rentfrow	 and	 Gosling	 (2003).	 They	 examined	 individual	 differences	 in	
music	 preferences	 and	 determined	 four	 music	 dimensions:	 Reflective	 and	 Complex,	
Intense	 and	 Rebellious,	 Upbeat	 and	 Conventional,	 Energetic	 and	 Rhythmic.	 They	
concluded	with	 14	 general	 music	 styles	 for	 each	 dimension:	 Classical,	 Jazz,	 Blues,	 Folk,	
Alternative,	 Rock,	 Heavy	 Metal,	 Country,	 Pop,	 Religious,	 Sound	 Tracks,	 Rap/hip/hop,	
Soul/Funk,	 &	 Electronica/Dance.	 These	 music	 styles	 belong	 as	 it	 follows	 to	 each	
dimension:	Reflective	and	Complex	(Classical,	Jazz,	Blues	and	Folk),	Intense	and	Rebellious	
(Alternative,	 Rock	 and	Heavy	Metal),	 Upbeat	 and	 Conventional	 (Country,	 Pop,	 Religious	





the	music.	 Therefore,	 this	 list	will	 identify	 the	main	music	 style	 of	 the	 festival	 object	 of	
study	 or	 previous	 selection.	 Consequently,	 it	 might	 be	 established	 that	 an	 analysis	
throughout	all	the	different	dimensions	of	Rentfrow	and	Gosling	(2003)	can	include	a	wide	
range	 of	 different	music	 preferences	 or	 affinities	 for	 the	 festival-goers	 that	 can	 help	 to	
understand	the	influence	of	causing	cultural	impacts.	
From	another	perspective,	as	mentioned	before,	the	origin	of	CIPE	is	the	theoretical	model	
proposed	by	Colombo	 (2012).	 She	exposed	different	 criteria	 for	 the	 selection	of	 cultural	
events	 in	 order	 to	 be	 suitable	 for	 the	 analysis	 of	 the	 cultural	 impact.	 The	 following	 list	
presents	 the	 general	 considerations	 for	 the	 selection	 of	 the	 cultural	 event	 developed	 in	
Colombo	(2012).	After	that,	it	is	presented	how	this	criteria	is	adapted	for	the	selection	of	
the	music	festival	and	some	considerations	related	to	the	analysis	of	music	and	emotions:	
• Typology	of	 the	event:	 the	event	should	be	cultural.	She	suggested	that	the	event	
should	 be	 with	 a	 prominence	 of	 cultural	 and	 social	 content	 intertwined	 with	 a	
large	social	implication	of	the	local	society.	
• Characteristics	 of	 the	 sector:	 Colombo	 implies	 that	 the	 cultural	 sector	 should	
intend	 to	 transmit	 cultural	 values	 through	 diverse	 cultural	 expressions	 in	
contraposition	of	 those	sectors	that	only	 look	 for	profitability.	She	selected	those	
events	with	a	strong	tradition.	
• Organizers	 and	 their	 implication	 on	 the	 public	 administrations.	 In	 her	 study	 she	






In	 her	 selection,	 the	 analysis	 compared	 two	 carnivals	 (Karneval	 der	 Kulturen	 and	 the	
Notting	Hill	Carnival)	which	 finally	 led	her	 to	select	 the	Karneval	der	Kulturen	 in	Berlin.	





• Typology:	 music	 festivals	 are	 cultural	 events	 centred	 on	 music.	 However,	 this	
criterion	might	 be	 adapted	 in	 order	 to	 contain	 the	 type	 of	 venues	 of	 the	 music	
festival	that	is	a	determinant	element	of	the	experience	of	this	type	of	events.		
• Characteristics	 of	 the	 sector.	 From	 the	 perspective	 of	 the	 musical	 sector,	 the	
interest	of	this	dissertation	is	to	evaluate	the	objectives	of	the	organizers	with	the	
perceived	intentionality	by	the	attendant.	In	that	way,	it	might	be	inferred	how	the	
attendants	 perceive	 the	 objectives	 of	 the	 festival	 organizers.	 Consequently,	 this	
criterion	 should	 help	 to	 select	 those	 festivals	 with	 business	 orientation	 but	








order	 to	 understand	 intentionality	 in	 those	 kinds	 of	 events	 where	 the	 business	
orientation	is	mixed	with	public	policies.	
• Experience	 and	 event	 dimension.	 It	 is	 considered	 that	 the	 event	 should	 have	 a	
minimum	experience	of	5	years	and	a	minimum	dimension	of	2.000	attendants.		
• Music	 range:	As	said	CIPE	model	of	analysis	 comprehends	 the	study	of	emotions	
linked	with	the	music	festival	experience,	consequently,	music	is	the	centre	of	the	
experience.	 Consequently,	 music	 should	 be	 considered	 in	 the	 selection	 of	 the	
festival	 not	 only	 because	 it	 is	 the	 central	 point	 of	 the	model	 of	 analysis	 but	 also	
because	different	types	of	music	may	provoke	different	emotions.	So,	the	variety	of	
music	 festivals	 due	 to	 the	music	 style	 should	 be	 included	 in	 the	 selection	 of	 the	
festival.	 As	 argued	 before,	 this	 identification	 of	 the	 music	 style	 can	 be	 done	
through	the	
The	music	festivals,	which	are	matters	of	interest	for	this	research,	are	celebrated	in	Spain.	
In	 2018,	 there	 were	 896	 music	 festivals	 organized	 (APM,	 2018).	 Due	 to	 its	 climate	
advantages	and	its	 long	touristic	tradition,	Spain	has	a	participation	of	almost	22	million	
people	per	year	on	 live	music	events	(SGAE,	2018).	This	number	 is	 increasing	and	as	do	
the	number	of	festivals.	Within	this	approximate	900	hundred	music	festivals,	four	music	
festivals	 are	 selected	 as	 potential	 case	 studies:	 BBK	 live,	 Jazzaldia,	 Estival	 de	 Jazz	 and	
Quincena	Musical.		
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Table	 19	 presents	 the	 festivals	 with	 its	 name	 and	 the	 six	 criteria	 for	 the	 selection	 as	
potential	case	studies.	Each	of	the	four	music	festivals	complies	with	the	six	characteristics	
in	 order	 to	 apply	 the	 gathering	 techniques	 to	 measure	 the	 cultural	 impact.	 They	 are	
centred	in	music,	with	more	than	5	years	of	experience	and	with	a	mixed	type	of	festival	
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although	 the	 event	 offers	 electronic,	 Latin	 and	 pop	 music	 in	 an	 unique	
environment.	The	event	offers	a	camp	for	staying	during	the	festival.	The	research	
in	this	festival	took	place	in	2018	in	one	day,	on	the	12th	of	July.	
● Estival	 de	 jazz,46	is	 a	 jazz	 festival	 in	 Igualada,	 a	 city	 near	 Barcelona.	 It	 is	 a	 local	
event	in	with	the	major	part	of	the	attendees	came	from	nearby	cities.	This	festival	
received	 the	 recognition	 of	 the	 Jazz	 Association	 of	 Catalonia	 for	 their	 work	 to	
disseminate	 the	 jazz	 recorded	 music47.	 The	 event	 centred	 in	 experimental	 and	




festival	 which	 takes	 place	 yearly	 in	 the	 Basque	 city	 of	 San	 Sebastian	 (north	 of	
Spain).	Although	they	got	the	name	of	"Jazz",	and	a	long	tradition	of	classical	music	
jazz	programme	(53th	edition),	the	event	included	pop,	rock	and	electronic	in	the	
last	 editions.	 It	 took	 place	 every	 year	 in	 the	 city	 of	 San	 Sebastian,	 all	 around	
different	 places	 of	 the	 city	 (beach,	 theatres,	 city	 squares,	 concert	 halls).	 The	
gathering	of	data	during	this	music	festival	took	place	between	the	25th	and	26th	
of	July	of	2018	with	two	researchers.	
● Quincena	 musical49,	 is	 a	 yearly	 classical	 music	 festival	 which	 began	 after	 the	
Spanish	civil	war	(1939).	Is	one	or	the	oldest	classical	music	festivals	in	Spain	and	
gathers	 each	 year	 the	 most	 prominent	 classical	 interprets	 and	 orchestras.	 The	
festival	 offers	 concerts	 in	 all	 types	 of	 venues:	 squares,	 churches,	 opera	 house,	
auditoriums	and	in	all	over	the	county	of	Gipuzkoa.	The	festival	 lasts	between	25	
and	a	22	days	with	multiple	events	each	day.	The	 research	gathered	data	 in	 this	
festival	as	the	major	case	of	analysis,	between	the	2nd	of	August	of	2018	and	the	
22th,	and	 is	developed	 in	chapter	7	and	8.	 In	 the	 last	section	of	 this	chapter	 it	 is	
justified	the	reasons	to	select	this	case.	
In	summary,	 these	 four	music	 festivals	 represent	different	 types	of	music	 festivals.	They	


























previous	 section:	 to	 improve	 the	 application	 of	 the	 gathering	methodologies	 in	 the	 case	
study	 (presented	 in	 chapter	 8),	 to	 select	 the	 case	 of	 the	 music	 festival,	 validate	 the	
selection	of	the	cultural	impact	on	the	cultural	identification.	This	first	study	gathered	ten	
semi-structured	interviews	to	festival-goers	(6.3.1.1),	an	interview	to	a	festival	organizer	
(6.3.1.2),	 148	 completed	 surveys	 in	 three	music	 festivals	 (6.3.2)	 and	 three	 visual-digital	
ethnographies	of	the	same	festivals	(in	section	6.3.3).	












on	 the	 specification	 of	 the	 music	 festivals	 (6.3.2.1).	 Following	 this	 operativisation,	 it	 is	







through	 the	 visual-digital	 ethnography	 to	 contrast	 the	 information	 of	 the	 precedent	
methodologies	(6.3.3).	This	process	was	required	also	to	apprehend	the	application	of	the	
three	different	methodologies	by	the	researcher.	
Finally,	 section	 6.4,	 shows	 a	 set	 of	 previous	 conclusions	 which	 helped	 to:	 acknowledge	
possible	 optimizations	 of	 the	 process	 of	 gathering	 data	 and	 on	 the	 selection	 of	 the	 case	
study	 based	 on	 the	 data	 gathered	 in	 the	 test	 cases.	 This	 final	 section	 shows	 how	 the	
triangulation	of	the	different	methodologies	may	help	to	understand	the	main	concepts	of	




pursued	 objectives:	 to	 festival-goers	 and	 to	 festival	 organizers.	 These	 two	 types	 of	
interviews	followed	a	semi-structured	guideline	that	can	be	found	in	the	Appendix	3.	
6.3.1.1 Semi-structured	test	interviews	to	festival-goers	
Ten	 interviews	 were	 held	 to	 a	 heterogeneous	 group	 of	 usual	 festival-goers.	 The	
interviewed	were	 individuals	who	had	participated	 in	music	 festivals	 and	were	 selected	
following	 the	 quotas	 of	 gender	 and	 age	 stated	 by	 the	 last	 analysis	 of	 the	 General	
Department	 of	 Statistics	 and	 Studies	 of	 the	 Ministry	 of	 Education,	 Culture	 and	 Sport	
(2015)	 on	 the	 live	music	 attendance.	 This	 criteria	 was	 selected	 in	 order	 to	 respect	 the	
quota	of	the	attendance	in	Spain:	
● From	 the	 total	 of	 the	 national	 survey	 (N:16.500),	 29%	 attend	 to	 live	 music	
performances.	 Within	 it,	 the	 24,5%	 went	 to	 contemporary	 music	 concerts.	 The	
majority	are	between	15	and	44	years	old,	and	are	more	men	(26%)	than	women	
(23%).	 Finally,	 within	 this	 block	 the	 60%	 of	 the	 concerts	 are	 attended	 in	
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temporary	 facilities.	 So,	 the	 majority	 (95%)	 attend	 to	 contemporary	 music	
concerts	in	temporary	facilities,	they	are	between	15	and	44	years	old.	
● Only	8,6%	of	 the	 sample	go	 to	 classical	music	 concerts	 in	 closed	venues	and	are	
more	women	than	men.	The	people	are	between	45	and	74	years	old.	
These	 were	 the	 two	 premises	 selected	 for	 the	 quota	 of	 the	 previous	 interviews.	 The	
reference	 of	 Spain	 attendance	 for	 this	 quota	 sampling	was	 selected	mainly	 because	 the	
music	festivals,	which	are	matter	of	analysis	of	the	present	dissertation,	were	celebrated	in	
Spain.	Then,	for	the	majority	of	the	attendants	should	be	in	between	15	and	44	years	old,	
attended	 contemporary	music	 in	 temporary	 facilities	 and	 a	 small	 part	 should	 attend	 to	
classical	music.	Table	20	shows	the	pseudonyms	of	the	music	festival	attendants	selected	
with	 their	 correspondent	 age	 and	 gender.	 In	 numbers	 of	 the	 interviewed:	 9	 attended	
contemporary	music	 festivals	 (they	were	between	15	and	44	years	old)	 and	2	 to	 closed	
classical	music	festival	(45	and	57	years	old,	Adele	and	Rose).	
Table	20	Interviewee	for	the	test		
Pseudonym	 Age	 Gender	 Reference	
Ray	 20	 M	 R0304	
Fabian	 23	 M	 F0405	
Jay	 25	 M	 J0104	
Paul	 26	 M	 P0104	
Marta	 30	 F	 M0503	
Roger	 31	 M	 R0503	
Tina	 31	 F	 T2004	
Audrey	 37	 F	 A0409	
Adele	 45	 F	 A2804	
Rose	 57	 F	 R1704	
Source:	own	elaboration	
These	interviews	were	held	previously	of	the	festivals	season	which	begins,	more	unless,	





As	 mentioned	 before,	 the	 interview	 has	 five	 main	 objectives:	 check	 if	 the	 concepts	 are	
understood	 (A);	 develop	 a	 criteria	 on	 the	 selection	 of	 the	 cultural	 impact	 based	 on	 the	
experience	 of	 the	 festival-goer	 (B);	 have	 a	 glance	 on	 the	 relation	 of	 the	main	 concepts	
concerning	the	hypothesis	(C);	the	incorporation	of	possible	nuances	not	contemplated	in	
the	conceptual	framework	and	considerable	to	incorporate	in	the	survey	(D);	and	develop	
criteria	 on	 the	 selection	 of	 the	 previous	music	 festival	 cases	 to	 analyse	 (E).	With	 these	
previous	 considerations,	 the	 author	 conducted	 a	 qualitative	 content	 analysis	with	 some	
quantitative	considerations	for	the	selection	of	the	cultural	impact	and	the	side	elements	
emerged.	 Qualitative	 content	 analysis	 is	 a	 technique	 to	 inductively	 or	 deductively	
categorise	 the	 themes	 present	 in	 existing	 material	 (Arno	 van	 der	 Hoeven	 and	 Hitters	
2019;	Herzog,	Handke	and	Hitters,	2019;	Hijmans,	1996).		As	Krippendorff	(2004)	stated,	
content	analysis	is	"a	research	technique	for	making	replicable	and	valid	inferences	from	
texts	 (or	 other	meaningful	 data)	 to	 the	 contexts	 of	 their	 use"(Krippendorff,	 2004,	 p.18).	
The	process	applied	in	the	analysis	of	interviews	were	in	the	following	steps:	
1. As	 recommended	 by	 White	 and	 Marsch	 (2006),	 the	 author	 used	 the	 analytical	
constructs,	 "or	 rules	 of	 inference,	 to	 move	 from	 the	 text	 to	 the	 answers	 to	 the	
research	 questions".	 These	 rules	 of	 inference	 were	 basically	 the	 following:	 the	




the	 rule	 under	 the	 names:	 "Cultural	 Impact",	 "	 Emotions",	 "Relation	 between	
Emotions	 and	 Cultural	 Impact",	 "Intentionality"	 and	 for	 all	 other	 topics	 "Side	
Elements".		
3. The	author	 coded	 the	 interviews	 in	order	 to	 find	 recurring	 themes	 in	 the	data50.	
These	 topics	 came	 from	 the	 different	 texts	 and	 generated	 the	 categories	 and	
subcategories	 related	 to	 the	 supercategories.	 Those	 codes	 not	 related	 to	 any	
category	 were	 grouped	 under	 the	 supercategory	 "Side	 Elements".	 	 Thus	 the	
process	 was	 more	 inductive	 at	 this	 stage,	 following	 three	 main	 stages	 for	 the	
coding:	 firstly,	 anything	 considered	 important	 was	 coded;	 secondly,	 recurring	
codes	 were	 clustered	 together	 where	 the	 aim	 was	 to	 capture	 meaning	 in	 the	
																																								 																					





4. An	 interpretative	 analysis	 was	 conducted	 to	 relate	 the	 subcategories	 and	
categories	with	the	supercategories,	 in	this	way	it	 joined	the	definitions	from	the	
hypotheses	 with	 the	 data.	 Moreover,	 a	 quantitative	 value	 was	 divided	 into	 two	
variables	 for	 those	 statements	 related	 to	 the	 cultural	 impact	 and	 relevant	 side	
elements,	 namely:	 number	of	 statements,	 and	number	of	 interviewee	 that	 stated	














the	 fifth	 step	 were	 the	 meeting	 point	 of	 the	 two	 processes	 and	 the	 junction	 was	 done	
through	 interpretation.	 The	 following	 sub-section	 will	 discuss	 how	 the	 five	 main	
objectives	 resulted	 with	 specific	 conclusions,	 recommendations	 or	 alterations	 for	 the	
application	of	methodologies	and	the	analysis	of	the	hypotheses	for	the	case	study.	
6.3.1.1.2 Understanding	of	the	key	concepts		(A)	
The	 guideline	 of	 the	 interview	 foresaw	 questions	 about	 giving	 the	 definitions	 of	 the	
cultural	 impact51,	 the	 topics	 related	 to	 the	 emotional	 impact52	and	 the	 intentionality	
perceived	 during	 passed	music	 festival	 experiences.	 As	 a	 first	 step,	 the	 questions	 were	
																																								 																					
51	As	 presented	 in	 chapter	 1,	 following	 Colombo(2012)	 proposal,	 the	 cultural	 impacts	 were:	 (1)	
information/desinformation;	 (2)	preservation	of	 traditions	/loss	of	 traditions;	 (3)	construction	of	
the	 cultural	 identity/loss	 of	 cultural	 identity;	 (4)	 cultural	 integration/ghetto	 creation;	 (5)	 social	
cohesion/exclusion	
52		As	presented	 in	chapter	5,	 the	key	elements	of	 the	Emotional	 Impact	were:	origin	of	emotions,	




asked	 in	general	 terms	and	tried	to	help	the	 interviewed	to	elaborate	on	these	concepts.	
We	will	discuss	in	a	later	section	how	this		elaboration	influenced	our	selection	of	cultural	
impacts	 of	 interest	 to	 festival-goers	 and	 to	 better	 understand	 the	 relation	 between	 the	
cultural	impacts	and	the	emotions.	In	a	second	step,	the	cultural	impacts	were	exposed	in	
similar	 terms	 of	 the	 definitions	 presented	 in	 Chapter	 1.	 The	 interviewed,	 in	 general,	
comprehended	 the	 definitions	 and	 showed	 no	 difficulties	 on	 the	 understanding	 of	 the	
concepts.	Nevertheless,	some	of	the	concepts	required	a	deeper	definition:	
● The	 definition	 of	 the	 term	 impact	 related	 to	 culture	 was	 required	 to	 be	 further	
developed.	 In	 the	 case	of	Roger	 (R0503,	49:47)	he	asked	several	 times	 to	 repeat	
the	concepts	with	wider	explanations	similarly	to	the	case	of	Rose	(R1704,	29:02).	
● The	 definition	 of	 cultural	 identification.	 Some	 of	 the	 respondents	 required	 or	
demanded	 a	 definition	 of	 what	 was	 supposed	 to	 be	 the	 cultural	 identification.	
(A2804,	04:53;	R0503,	50:08;M0503,	17:10)	
● It	was	difficult	 to	obtain	a	response	on	which	emotions	 they	 felt,	mostly	because	
they	understood	emotions	as	a	positive	arousal	 in	certain	moments,	which	might	
be	 similarly	 understood	 as	 the	 peak	 experiences.	 In	 order	 to	 distinguish	 these	








be	 solved	 with	 the	 structure	 of	 the	 survey,	 with	 clear	 sections	 one	 per	 each	
concept.	




of	 the	 codes	 of	 the	 interviews.	 These	 elements	 were	 identified	 in	 the	 content	 analysis	
developed	 in	 Appendix	 4,	 they	 can	 be	 described	 with	 the	 following	 concepts:	 the	
importance	 of	 the	 cultural	 impact	 on	 the	 cultural	 identification,	 the	 relation	 between	
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emotions	and	cultural	impact,	the	perceived	intentionality	and	relevant	side	elements.	The	
definitions	 of	 the	 specific	 concepts	 are	 in	 Table	 2	 in	 the	 appendix	 4,	 these	 definitions	
helped	to	apply	the	content	analysis	and	enabled	the	establishment	of	relations	between	
the	main	concepts	appeared	 in	 the	research.	As	a	consequence	of	 the	content	analysis	 it	
was	 identified	 the	 relevance	 of	 the	 cultural	 impact	 on	 the	 cultural	 identification	 and	
therefore,	 the	 objective	 of	 validating	 the	 selection	 of	 this	 impact	 in	 chapter	 5	 was	
accomplished.		
6.3.1.1.3.1 Importance	of	 the	 cultural	 impact	 on	 cultural	 identification	 among	 the	
other	impacts	
The	cultural	 impacts,	during	the	 interviews,	were	defined	and	exposed	with	plain	words	
by	 the	 interviewer	 based	 on	 the	 definitions	 of	 Colombo	 (2016).	 The	 interviewed	 were	
asked	to	develop	on	those	impacts	that	they	perceived	as	more	relevant.	They	understood	
and	perceived	 the	 five	 impacts	 in	most	 of	 the	 cases53.	The	 emphasis	 of	 the	 explanations	
were	on	the	cultural	 impact	on	the	cultural	 identification	not	only	because	most	of	 them	




the	 impacts	 related	 to	 the	 socio-cultural	 elements	 specified	 in	 two	 defined	 impacts:	 the	
social	 cohesion	 and	 the	 social	 integration.	 Finally,	 fewer	 relevance	 appeared	 for	 the	
impacts	on	the	preservation	of	culture	or	the	impact	on	the	exposure	to	culture.	
As	mentioned	 before,	 the	 relevance	 of	 the	 cultural	 impact	 on	 the	 cultural	 identification	
gains	 its	 weight	 due	 to	 the	 quantitative	 relevance	 of	 the	 codes	 related	 to	 it	 and	 to	 its	
relevance	on	the	emphasis	of	the	codes	of	the	interviewed.	These	codes	referred	to	specific	
themes	(subcategories)	that	were	extensive	topics	related	to	this	impact	and	helped	foster	
understanding	 the	 qualitative	 importance	 among	 other	 impacts.	 These	 subcategories	
describe	different	processes	related	to	cultural	 identification	and	there	are	both	positive	
and	negative	observations.		The	positive	ones	include:	the	understanding	of	the	festival	as	
an	opportunity	 to	have	a	cultural	development;	 the	sense	of	 individual	pride	 for	being	a	
valid	 member	 of	 the	 community	 of	 the	 festival-goers	 to	 a	 specific	 festival;	 the	 cultural	







impact	 in	 some	 of	 the	 interviewed	 who	 understood	 the	 festival	 participation	 as	 an	
occasion	to	loss	of	authenticity	of	their	cultural	identity.	
The	first	process	recognized	to	be	related	to	the	impact	on	the	cultural	identification	was	
the	 cultural	 development	 initiated	 by	 	 experience	 in	 the	 festival.	 The	music	 festival	 is	 a	







In	 the	 same	 vein,	 these	 statements	 may	 also	 express	 that	 the	 experience,	 during	 the	
festival,	may	be	part	of	a	larger	process	which	transforms	attitudes,	processes	and	beliefs	
for	some	attendees.	Thus,	the	festival	experience	may	contribute	to	increased	interest;	for	





"After	 the	 festival,	 you	 tend	 to	 listen	 to	more	music	 and	have	 greater	musical	 appreciation."	 (M-
0503,	17:10)	
As	 music	 festivals	 are	 understood	 as	 a	 unique	 opportunity	 for	 cultural	 enrichment,	
festivals	may	provide	opportunities	for	individuals	to	identify	themselves	with	a	particular	
musical	 style.	Music	 festival	 experiences	may	 thus	 contribute	 to	 the	 process	 of	 cultural	
identification,	 which	 is	 in	 turn	 part	 of	 the	 process	 of	 self-growth	 and	 self-development	
through	culture.	







sense.	 It’s	 like	going	 to	watch	 football:	 if	 you	go	 to	watch	a	game,	you	know	 those	people	 like	 to	
watch	football.	So	if	you	go	to	a	certain	festival,	you	like	that	music	just	like	the	others,	then	you’re	
there	as	a	community.	(J-0104,	26:37)"	55	







concerts.	Afterwards	 it	begins	 to	be	called	a	 festival.	Now	they	do	 it	around	the	city	 too.	Little	by	
little	 it	 has	 grown,	 more	 and	 more	 people	 come.	 That	 weekend	 Palencia	 has	 a	 lot	 of	 life,	 and	
Palencia	is	very	small.	When	there	is	an	event	like	this,	it	shows	a	lot."	(P0104,	23:19)	
Finally,	interviewees	also	report	identity	development,	and	this	is	justified	by	two	general	






This	 cultural	 learning	 can	 be	 understood	 as	 the	 music	 festival	 as	 an	 opportunity	 to	
increase	 interest	 	 in	 unknown	 music	 styles	 or	 bands.	 Therefore,	 the	 festival	 can	 be	
considered	a	promoter	of	different	music	interests.	As	Jay	said:	
"	you	can	discover	and	you	may	have	a	few	days	(after	the	festival)	in	were	you	are	listening	to	the	
ones	you	have	seen,	because	you	have	discovered	a	song	 from	a	group	that	you	 liked	and	 love	to	
listen	again"	(J0104,	15:00)57.	
Music	 festivals	 also	 provide	 an	 arena	 for	 change	 evoked	 by	 musical	 experience,	 as	













Music	 festivals	 can	 therefore	provide	 an	 opportunity	 to	 have	 a	 set	 of	 profound	 learning	
experiences	 and	 contribute	 to	 self-development,	 from	 a	 small	 shift	 to	 an	 important	
contribution	to	an	individual’s	self-understanding.	The	interviewees’	statements	describe	
the	 festival	 experience	 as	 an	 opportunity	 to	 learn,	 develop	 cultural	 skills,	 increase	
individual	 interest	 in	 music	 and	 produce	 cultural	 and	 personal	 shifts.	 The	 festival	
experience	 can	 communicate	 a	 	 personal	 accomplishment	 in	 the	 development	 of	 the	
individual’s	 cultural	 identity,	 as	 suggested	 by	 Hand	 and	 Gresafi	 (2015),	 who	 described	
collective	accomplishment	between	 individuals	and	 their	 interactions	with	 their	 cultural	
context.	 These	 were	 also	 related	 to	 a	 sense	 of	 accomplishment,	 which	 contributes	 to	
subjective	 wellbeing	 enhancement	 (Lee	 et	 al.,	 2017;	 Seligman,	 2011).	 Moreover,	
accomplishment	 can	 be	 understood	 as	 an	 opportunity	 to	 experience	 self-growth,	 as	
described	 in	 Lawendoski	 and	 Besta	 (2020).	 This	 sense	 of	 self-construction	 occurring	




However,	 this	 positive	 impact	 or	 impulse	 in	 the	 cultural	 identification	 can	 be	 also	
negatively	 perceived.	 The	 festival	 experience	 can	 also	 contribute,	 in	 the	 eyes	 of	 the	
interviewed,	 to	 a	 conflict	 with	 regional	 identity	 due	 of	 the	 globalization,	 as	 Marta	
concludes:		
"	 I	 think	 the	most	 prominent	 impact	 is	 on	 cultural	 development.	 As	 long	 as	 current	 culture	 is	 a	
globalized	culture,	therefore,	destruction	of	culture	...	 it's	not	festivals,	 it	 is	generally	that	we	have	
this	 destruction	 of	 small	 identity	 and	 we	 unify	 ourselves	 in	 one	 more	 global	 culture,	 then,	 if	 it	
destroys	culture,	but	it	is	a	global	tendency"	(M0503,	13:31)59.	






"I	 think	 that	 a	 person	 going	 to	 "castellers"	will	 go	 to	 festivals	 of	 Catalan	 tradition,	 such	 as	 Canet	
Rock	 ...	 they	will	 go	 to	 festivals	more	 than	Catalan	 groups..	 They	 are	 urban	 tribes.	 The	moderns,	
hippies	and	the	catalanists"	(R0503,	31:25).		
Therefore	 the	 consideration	 of	 the	 loss	 of	 the	 original	 identity	 due	 to	 the	 globalization	
produced	 by	 the	 festival	 can	 be	 also	 considered	 as	 a	 process	 of	 degradation	 or	
globalization	 of	 different	 cultural	 identification	 with	 other	 identitarial	 categories	 that	
differ	 from	 the	 those	 which	 the	 individual	 identifies	 the	 most.	 These	 different	
descriptions60	showed	the	relevance	of	 the	processes	 linked	to	 the	cultural	 identification	




music,	 to	 produce	 cultural/personal	 shifts	 but	 also	 to	 contribute	 to	 a	 conflict/adding	 of	
different	categories	in	a	globalized	era.	
6.3.1.1.3.2 Relation	 between	 emotions,	 peak	 experiences	 and	 the	 different	
processes	of	cultural	identification	
As	 described	 previously	 in	 chapter	 5,	 the	 relation	 between	 emotions	 and	 the	 cultural	
impacts	 it	 is	 a	 key	 element	 to	 understand	 how	 the	 intensity	 of	 the	 perceived	 cultural	
impact	might	be	affected	by	emotions.	The	comprehension	of	 this	relation	 is	essential	 to	
contribute	 to	 the	 validation	 of	 the	 first	 hypothesis	 of	 research.	 To	 understand	 the	
perceived	relation	of	emotions	and	cultural	impacts	in	the	perception	of	the	festival-goers	
interviewed	 there	 were	 asked	 different	 questions	 and	 gave	 definitions	 to	 help	 the	
interviewed	 develop	 on	 this	 topic.	 The	 relation	 between	 the	 emotions	 and	 the	 cultural	
elements	of	the	identity	were	expressed	in	the	last	section	of	the	guideline	of	the	interview	
that	 referred	 to	 the	 intense	 music	 experiences	 and	 emotions.	 In	 similar	 sense,	 for	 the	
content	analysis,	categories	were	established.	 	They	are:	 "emotions,"	 "peak	experiences,"	
and	 "relation	 between	 emotions	 and	 cultural	 impacts."	 	 These	 were	 used	 to	 aid	 in	 the		
understanding	of	the	first	hypothesis	of	the	present	dissertation61.		
As	 clustered	 and	 summarized	 in	 appendix	 4,	 the	 music	 festival	 was	 a	 place	 of	 intense	
emotions	from	the	perspective	of	the	attendant.	Moreover,	these	specific	intense	emotions	
																																								 																					







were	 related	 with	 different	 cultural	 impacts,	 and	 influenced	 the	 different	 processes	 of		
cultural	 identification.	 From	 the	 perspective	 of	 the	 description	 of	 the	 intense	 emotions,	
almost	 all	 of	 the	 interviewed	 (7	 out	 of	 the	 10)	 described	 the	 experience	 of	 the	 music	





comment	 it...if	 you	 are	 part	 of	 it,	 you	 notice	 that	 you	 have	 lived	 something	 together	 with	 the	
people".	(F0405,	24:00)	






Radiohead.	 I	 felt	 that	 it	was	 unbelievable	 to	 be	 in	 Barcelona	watching	 Radiohead	 play	 and	 it's	 a	
rush,	like	you're	floating.		You're	happy"	(P0104,	05:21)63	
This	milestone	of	 their	 lives	 triggered	by	 the	 intense	emotions	was	often	 translated	 in	a	
lifelong	consumption	of	the	new	music	discovered	thanks	to	the	festival.	As	described	by	
Marta:	




different	 music	 festivals.	 These	 experiences	 describe	 a	 development	 on	 the	 hobby	 of	
																																								 																					
62	One	of	the	questions	during	the	interview	was	to	scale	between	1	to	10	the	emotions	during	the	
music	 festival	experience.	1	referred	to	the	 less	 important	emotion	of	 their	 lives	and	10	the	most	
important.	The	seven	referred	valued	between	7	and	8	 the	value	of	 the	music	 festival	experience	
(P0104,	 07:58;	 J0104,	 10:39;	 R1704,	 35:45;	 R0304,	 14:15;	M0503,	 22:45;	 A2804,	 20:17;	 T2004,	
28:50).	The	other	3	did	not	respond	clearly	to	the	question.	
63	This	can	also	be	understood	with	 the	comment	of	Fabian	(F0405,	07:28):	 "I	would	say	 that	my	
emotions	 are	 among	 the	 strongest	 of	my	 life.	 I	 don't	 know,	 not	 so	much	 for	 the	 adrenaline	 and	
such...	more	 for	when	 there's	music	 and	 atmosphere!...I	 don't	 know,	 it's	 all	 going	 to	 go	 very	well	
together."		




understood	 as	 a	 process	 of	 cultural	 identification	 with	 specific	 categories	 of	 the	 music	
culture	thanks	to	emotions.	Furthermore,	this	description	of	the	festival	as	an	opportunity	
to	live	intense	emotions	was	explained	through	the	answers	on	questions	of	the	existence	
of	 the	 peak	 experiences.	 The	 interviewer	 gave	 a	 definition	 of	 these	 remarkable	
experiences	to	let	participants	elaborate	on	the	different	related	topics.	
The	 answers	 demonstrate	 the	 relation	 of	 this	 "unforgettable	 experience"	 with	 the	
following	 concepts:	 absence	 of	 thoughts,	 emotional	 learning,	 transcendence,	 extreme	
sensitization	and	deep	inner	experiences.	These	unique	experiences	were	intertwined	or	
due	to	different	factors	of	the	experience	of	the	music	festival.	But	mainly,	the	description	
of	 these	 peak	 experiences	 were	 related	 to	 music	 or	 to	 the	 experience	 of	 music.	 As	





This	 sense	of	being	without	 any	 thought	 and	 centred	on	 the	now	was	also	described	by	
Ray:	
"Usually	 at	 a	 concert	 you	 enjoyed,	well	 ...	 you	notice	 a	 lot	 of	 "happiness",	 right?	 You	 forget	 a	 lot	
about	the	problems,	 it	sounds	typical,	but	 it's	quite	 like	that.	Disconnect	and	stay	 focused	on	that	
and	whether	it’s	such	a	happy	festival,	or	it’s	a	group	that	makes	you	have	a	good	time.	You	don't	
know	and	then	the	concert	is	over."	(R0304,	39:42).	
As	 listed	before,	emotional	 learning	was	also	understood	 in	 these	peak	experiences	with	
music	 in	 the	 context	 of	 the	music	 festival.	Marta	 described	 this	 learning	 as	 a	 result	 of	 a	
specific	peak	experience	with	a	certain	band:	
"The	learning	you	do	is	totally	emotional,	there	is	no	one	explaining	art	to	me.	There’s	no	one	telling	
me	 there,	 there’s	 no	 prior	 theory	 you’re	 reading.	 Then	 you	make	 an	 emotional	 learning	 and	 the	

















see,	 it's	 very	 freaking	 out	 eh	 ...	 but	 ...	 yes	 as	 a	 religious	 experience	 (...)	 I	 forget	 about	 everything	
around	you	and	you're	done,	dancing,	really	cool,	yes	....	like	a	displacement.	That's	exactly	what	has	
caused	me	to	go	to	many	more	festivals	later."(T2004,	26:54)	
These	 different	 descriptions	 explaining	 the	 peak	 experiences	 within	 the	 music	 festival	
experience	 showed	 its	 relevance	 in	 the	 triggering	 of	 different	 processes	 of	 cultural	
identification.	 As	 presented	 above,	 the	 peak	 experiences	 related	 to	 music	 helped	 to	
identify	 the	 attendants	 to	 specific	 pieces	 of	music,	 to	 specific	 social	 contexts	 or	 cultural	






Similarly,	 the	 analysis	 of	 the	 perceived	 intentionality	 was	 based	 on	 the	 different	
observations	of	the	festival-goers	interviewed	through	specific	questions	on	the	objectives	
aimed	 and	 perceived	 from	 the	 festival	 organizers.	 This	 analysis	 may	 help	 on	 the	
comprehension	 of	 some	 elements	 constituting	 the	 second	 hypothesis65.	 The	 attendees	
perceived	specific	objectives	coming	from	the	festival	organizers,	the	more	relevant	were:	
the	 event	 was	 an	 occasion	 to	 generate	 a	 city	 image;	 the	 economic	 interest	 behind	 the	




65	The	 festival-goer	 perceives	 the	 emotional	 and	 cultural	 impact	 as	 a	 consequence	 of	 the	 festival	
organizers	intentionality	or	established	objectives.	
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The	 complete	 list	 codes	 might	 be	 found	 in	 the	 appendix	 4,	 in	 section	 1.q.,	 hereby	
summarized	the	different	specific	objectives	with	some	literal	translations.	
Firstly,	 one	 half	 of	 the	 interviewed	 considered	 the	 economic	 objective	 of	 the	 festival	
organizers	 as	 the	main	 aim	 in	 the	 context	 of	 the	music	 industry	 eager	 to	 have	 income.	
They	understood	that	having	a	massive	music	 festivals	organization	 is	an	opportunity	 in	
order	to	be	economically	viable,	but	also	as	a	consequence	of	the	specific	circumstances	of	
the	music	 industry.	 A	 brief	 summary	 of	 the	multiple	 perspectives	 from	 the	 interviewed	
analysing	this	context	was	described	by	Adele:	
"Music	 has	 become	 an	 industry,	 unfortunately.	 Music	 and	 festivals	 have	 become	 an	 industry	 to	
make	 money	 and	 it's	 a	 shame.	 Because	 they	 should	 look	 much	 more	 for	 the	 impact	 that	 it	 can	
change	 lives,	 I	 think	 that	much	more	should	be	directed	 in	 that	direction.	That	 they	should	 think	
much	more	about	the	impact	that	music	can	have	"(A2804,	14:29)66.		
However,	 this	 view	 of	 the	 economic	 profitability	 of	 such	 cultural	 events	 might	 be	
completed	 with	 other	 positive	 and	 cultural	 objectives.	 The	 perception	 that	 the	 festival	
organizers	 look	 for	a	 certain	cultural	 fostering	existed,	 for	 instance,	 in	 the	case	 to	 foster	
the	local	community.	As	Audrey	commented:	
"There	is	a	lot	that	is	done	in	the	village,	there	is	always	an	attempt	to	integrate	into	the	village.	But	





already	have	everything,	 from	Rock	 to	Hip-hop,	Trap,	 electronica,	 etc.	They	 try	 to	 reach	as	many	
people	as	possible.	They	do	not	try	to	enrich.	In	addition,	within	each	genre	they	always	try	to	bring	
the	best.	Or	surely	the	ones	that	have	more	plays	on	streaming	platforms"	(R0503,	35:46).	












profitable	product	but	maintain	 the	cultural	 interest	of	 the	activity.	These	 last	 two	cities	
may	 resume	 this	 perceived	 tension	 from	 the	 perspective	 of	 the	 attendant,	 therefore,	 it	
might	understood	that	the	festival-goer	perceive	-in	general	lines-	the	problematic	of	the	
industry	and	the	reasons	behind	the	artistic	program	of	the	music	festivals	that	try	to	offer	
a	 vast	 number	 of	 different	 styles	 and	 artists	 in	 order	 to	 gather	 as	 much	 audience	 as	
possible.	





it's	 three	 days.	 So,	 during	 the	mornings	 people	 are...	 well	 maybe	 recovering,	 but	 they	 go	 to	 the	
beach,	they	see	the	city,	they	buy	things	in	the	shops.	I	think	that,	yes,	every	city	that	is	worthy	of	its	
name	wants	to	have	a	festival	as	a	claim,	so	to	speak"	(J0104,	33:57).	







The	 last	 elements	 to	 consider	 in	 this	 first	 glance	 to	 the	 concepts	 concerning	 the	
hypotheses	are	the	possible	nuances	not	considered	previously	as	relevant	for	the	analysis	
of	the	music	festival	experience.	These	side	concepts	appeared	due	to	the	explanations	of	














meet	 old	 friends,	 connect	 with	 people	 of	 same	 interests	 and	 they	 qualified	 it	 as	
importance	 as	 the	 music	 experience	 (P0104,	 18:38;	 R0304,	 06:40;	 J0104,	 39:05;	




● Motivations:	 two	main	motivations	 appeared	 on	 the	 statements	 of	 the	 interviewee	
that	helped	to	understand	the	reasons	to	attend	a	music	festival.	Firstly,	the	music	or	
the	 artists	 was	 considered	 an	 essential	 point	 for	 several	 answers	 (J0104,	 37:58;	
R1704,	 10:25;	R0503,	 15:08)	 .	 Secondly,	 the	 social	 experience	 or	 the	 opportunity	 to	
share	the	experience	with	others	(J0104,	31:32;	R0304,	00:41;	M0503,	05:33;	A0409,	
05:32;	T2004,	05:07)	
● Atmosphere:	 the	 combination	 of	 several	 elements	 (the	 venue,	 the	 camping,	 the	
previous	marketing	campaigns)	constructed	a	unique	atmosphere	which	fostered	the	
experience	 and	was	 demonstrated	 to	 have	 an	 important	weight	 for	 the	 interviewed	




the	 venues	 (J0104,	 18:00),	 the	 drug	 abuse	 (above	 presented),	 the	 people	 talking	
during	 the	concerts	 (R0503,	43:35),	 the	abusive	 ticket	prices	 (M0503,	33:30;	T2004,	
30:10),	the	tensions	between	the	group	of	friends	(R0503,	1:00:07).	
● Long	 term:	 four	 of	 the	 interviewee	 considered	 that	 the	 experience	 of	 the	 music	
festival	 had	 a	 long	 term	 effect.	 This	 long	 term	 effect	 might	 be	 specified	 in	 several	
items:	new	music	styles	added	to	the	music	preferences	(P0104,	06:50;	T2004,	32:06),	
the	 long	 term	 interest	on	discover	new	music	 (P0104,	09:36),	 the	better	selection	of	
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the	 next	 music	 festivals	 to	 be	 attended	 (R0503,	 44:37)	 or	 the	 remembrance	 of	 the	
experience	(P0104,	11:00).	
These	topics	might	add	some	nuances	and	side	considerations	that	might	be	included	in	a	
further	 analysis	 or	 to	 be	 considered	 for	 the	 case	 study.	 Nevertheless,	 they	 describe	
elements	from	the	experience	of	the	attendee	linked	to	their	emotions.	
As	commented	previously,	this	different	subsections	aimed	to	show	the	relevant	results	of	
the	 content	 analysis	 for	 three	main	 objectives:	 the	 selection	 of	 the	 cultural	 impact	 (B);	
have	 a	 first	 glance	 on	 the	 concepts	 follows	 constituting	 the	 hypothesis	 (C);	 the	
incorporation	 of	 possible	 nuances	 not	 contemplated	 in	 the	 conceptual	 framework	 and	




of	 affirmation67	but	 also	 because	 the	 qualitative	 description	 of	 the	 different	 elements	 of	
how	 this	 impact	was	 constructed	during	 the	music	 festival	 experience	was	 considerably	
relevant.	
The	 third	 objective	 (C),	 understanding	 the	 limitations	 of	 this	 qualitative	 sample,	 was	
accomplished:	
● Emotions	 are	 responsible	 to	 intensify	 the	 cultural	 impact	 on	 the	 process	 of	 cultural	
identification	 as	 interpreted	 before.	 The	 link	 between	 emotions	 and	 moreover,	 the	
existence	 of	 peak	 experiences	 with	 the	 cultural	 impact	 was	 clearly	 defined	 by	 the	
interviewed.	Then,	 it	 seems	 reasonable	 to	 relate	 the	 concepts	as	 the	 first	hypothesis	
presented.	
● Differently	 occurs	 with	 the	 concepts	 regarding	 the	 intentionality	 of	 the	 festival	
organizers.	The	interviewed	perceived	specific	objectives	from	the	festival	organizers	
related	 to	different	elements	but	not	directly	 connected	with	 the	cultural	 impacts	or	
emotions.	
● Regarding	 the	origin	of	emotions:	music	seems	to	be	 the	main	source	of	emotions	of	
the	experience,	however	the	social	experience,	the	atmosphere,	the	substance	abuse	or	





● As	mentioned	 in	section	6.3.1.1.3.1,	 in	 the	analysis	of	 the	cultural	 impacts	perceived,	
the	music	 festival	helped	 to	extend	 their	musical	 interests	and	preferences.	But	also,	
there	might	be	 found	 in	other	points	of	 the	 interviews	where	 the	 interviewed	stated	
that	they	are	going	to	what	they	really	preferred	(M0503,	04:35;	R0304,	31:34;	P0104,	
15:20).	Moreover,	 there	was	 no	 direct	 relation	 between	 the	music	 preferences	with	
the	intensity	of	the	cultural	or	emotional	impact.	
These	 observations	 only	 served	 to	 observe	 possible	 trends	 or	 relations	 of	 the	 concepts	
stated	 in	 the	 hypotheses.	 However,	 they	 are	 not	 considered	 to	 be	 contrasting	 the	




concepts	 related	 to	 the	hypotheses.	As	presented	 in	 the	 analysis	 of	 the	 side	 elements	 in	
section	 6.3.1.1.3.4,	 the	 influence	 of	 substance	 abuse,	 the	 importance	 of	 the	 social	
experience,	 the	 atmosphere,	 the	 effect	 of	 motivations	 and	 certain	 negative	 elements	 in	
specific	 festivals	 can	 differ	 from	 the	 analysis	 of	 the	 origin	 of	 emotions	 established	 in	
chapter	5.	From	this	list	of	elements,	only	the	effect	of	drugs	and	alcohol	was	considered	to	
be	 included.	 As	 it	 was	 explained	 at	 the	 beginning	 of	 this	 research,	 the	 interest	 of	 the	
present	 dissertation	 is	 on	 the	 analysis	 of	 the	 experience	 during	 the	 music	 festival,	
therefore	 the	 study	 of	 motivations	 is	 not	 addressed	 though	 considered	 to	 have	 a	
remarkable	influence.	This	influence	may	uncover	the	cultural	affinities	that	motivate	the	
participation,	this	feature	is	further	analysed	in	chapter	8,	section	8.2.1.2.	In	addition,	the	
analysis	 of	 the	 negative	 elements	 of	 the	 experience	 can	 be	 acknowledged	 in	 further	
qualitative	analysis,	but	also	included	in	the	negative	consideration	of	the	cultural	impact.	




This	perception	described	 from	 the	 interviewed	has	been	analysed	 in	previous	 research	
that	 confirmed	 the	 presence	 of	 these	 substances	 in	 the	 experience	 of	 the	 festival.	
Maclkul'ak	 et	 al.	 (2019)	 analysed	 the	 wastewater	 of	 six	 water-treatment	 plants	 during	
seven	music	 festivals	 -	 of	 these	 specific	music	 styles:	metal,	 rock,	 pop,	 country	 and	 folk,	











The	 analysis	 of	 the	 data	 collected	 through	 the	 interviews	 provided	 the	 opportunity	 to	
glimpse	the	differences	of	experiences	between	different	types	of	festivals	in	Appendix	4,	
section	 6.	 The	 analysis	 compared	 --acknowledging	 the	 limitations	 of	 the	 sample--	 the	
relevance	of	music	in	the	origin	of	emotions,	the	importance	of	the	social	experience	and	
the	atmosphere	for	the	music	festival	experience.		
The	 data	 showed	 considerable	 differences	 between	 the	 experience	 in	 a	 closed	 venue	
festival	 and	 opened	music	 festivals	 and	 the	 types	 of	 music	 represented	 in	 those	 music	
festivals.	These	differences	were	in	summary	the	following:	the	prominence	of	the	music	
prominence	 in	 classical	 and	 closed	 venue	 festivals	 as	 the	 origin	 of	 the	 emotions,	 the	
primary	 importance	 of	 the	 social	 experience	 for	 those	 participating	 in	
alternative/electronic	 camp	 festivals	 and	 finally,	 the	 importance	 of	 the	 atmosphere	 for	
alternative/electronic	camp	festivals.	Therefore,	thanks	to	the	data	collected	in	the	ten	of	
these	 interviews	 three	music	 festivals	where	 selected68	for	 the	 testing	of	 the	 survey	and	
the	interviews	to	festival	organizers:	the	BBK	live	in	Bilbao,	Jazzaldia	in	San	Sebastián	and	
Estival	de	Jazz	in	Igualada.	These	three	festivals	were	selected	in	order	to	follow	two	main	




the	 emotional	 evaluation	 is	 on	music	 emotions.	 Consequently,	 it	 is	 needed	 to	 place	 the	
research	in	those	festivals	where	the	music	experience	is	prominent.	This	information	can	
be	 analysed	 and	 discovered	 with	 the	 surveys	 of	 the	 previous	 sampling	 and	 with	 the	
interviews	of	the	festival	organizers.		
Three	 main	 types	 of	 music	 festivals	 can	 be	 conceptualized.	 The	 first	 type	 can	 be	





days	 as	well	 and	 no	 camping	 (in	 some	 cases	 is	 called	 "Season	 of	 concerts'	 or	 "series	 of	
concerts",	but	 in	our	case	 is	a	series	of	concerts	 in	a	short	period	of	 time).	The	 third,	an	
open	venue	festival	with	no	camping	and	with	a	duration	of	several	days.	So,	the	cases	of	
study	 for	 the	 previous	 sample	 were:	 BBK	 live	 (camp	 festival),	 Estival	 de	 Jazz	 (closed	
venue)	and	Jazzaldia	(opened	venues	with	no	camping).	"	Quincena	Musical	“was	discarded	
in	this	previous	sample	since	the	closed	venue	festival	is	represented	by	the	"Estival".	As	
said,	 this	sample	was	 thought	 to	 identify	what	 is	 the	better	option	 for	applying	 the	CIPE	
and	to	understand	in	which	circumstances	the	data	can	be	accessed	as	simply	as	possible.	
This	 selection	 of	 the	 music	 festival	 can	 be	 validated	 through	 the	 quantitative	 analysis	
undertaken	in	section	6.3.2	for	its	suitability	in	the	proper	analysis	intended	with	the	CIPE.	




of	 the	 three	 festivals.	 As	 presented	 above,	 the	 objectives	 of	 the	 undertaking	 of	 these	
interviews	was	to	 identify	 if	 the	concepts	could	be	understood	and	to	recognize	possible	
key	topics	not	considered	in	the	theoretical	stage	of	this	research.	
After	numerous	attempts	to	attain	contact	with	the	CEOs	of	BBK	and	Jazzaldia	they	were	
discarded	 since	 they	 did	 not	 show	 any	 disposal	 to	 collaborate.	 This	 attitude	 could	 be	
interpreted	in	several	ways.	Arguably	they	would	say	that	they	have	contacted	them	not	in	
the	best	moment.	This	 is	not	 the	 case,	 since	we	 tried	 to	 reach	 contact	 in	 advance	of	 the	
festival	 (4	or	5	months	before	 the	 festival)	and	after	 (also	3	months	after).	Moreover,	 in	
the	BBK	live	we	had	the	opportunity	to	explain	the	 idea	of	 the	analysis	and	they	did	not	
show	any	interest	in	the	intangible	evaluation	of	the	impact.	In	the	same	way,	the	CEO	of	
Jazzaldia	had	 the	opportunity	 to	 read	about	our	proposition	of	 research	and	 showed	no	
interest.	
Thankfully,	 CEO	 –Roger	 Tarragó–	 from	 the	 "Estival	 de	 Jazz"	 showed	 no	 problem	 to	
collaborate	 with	 the	 research	 and	 we	 had	 a	 pleasant	 and	 fruitful	 interview.	 As	 already	
mentioned,	Estival	de	Jazz	is	a	private	initiative	to	promote	the	jazz	culture	in	the	city	of	






personal	 information;	 organization,	mission	 and	 vision	 of	 the	music	 festival;	 objectives,	
effects	 and	 impacts;	 emotions	 and	 cultural	 impacts.	The	 following	paragraphs	will	 show	
the	relevant	ideas	appeared	in	relation	with	the	four	topics.	
1. Personal	 information:	Mr.	Tarragó	is	32	years	old,	has	a	graduate	in	Philosophy,	he	
also	 has	 an	 expertise	 as	music	 technician,	 plays	 the	 guitar	 and	 is	 a	music	 lover.	 His	
colleague	on	the	direction	of	the	festival,	Laia,	has	also	a	graduate	in	Humanities	and	a	
postgraduate	 in	 Cultural	 Management.	 They	 manage	 the	 festival	 though	 in	 the	
beginning	the	festival	had	a	team	of	eight	people,	the	poor	income	and	other	personal	
circumstances	 had	 provoke	 the	 cut	 of	 personal	 on	 the	 organization.	 During	 the	
interview	it	was	palpable	that	Mr.	Tarragó	has	been	struggling	with	the	fact	of	being	a	
little	team	for	a	big	event.	He	also	shows	the	need	of	more	public	interest	coming	from	
the	 City	 Hall	 or	 other	 public	 administrations.	 In	 his	 view,	 the	 festival	 keeps	 going	
thanks	 to	 the	 extra	 time	 that	 he	 (and	 Laia)	 gave	 to	 the	 organization.	 As	 he	 says	 (O-
R1604-SP,12:37)	"we	are	materially	limited".	
2. Organization,	 mission,	 and	 vision:	 in	 words	 of	 Tarragó	 (O-R1604,	 13:21)	 "the	




salary	 (O-R1604,	 12:23),	 they	pay	not	 very	much	 to	 the	 artists	 (O-R1604,	 9:51)	 and	
they	 try	 to	 delegate	 as	 much	 as	 possible	 to	 the	 responsible	 of	 the	 spaces,	 to	 local	
spaces	and	local	trademarks	(O-R1604-6:37).		
The	general	vision	of	 the	Estival	de	 Jazz	 is	 (O-R1604,	00:43):	 "we	wanted	 to	capture	
the	spirit	of	free	jazz,	that	the	musician	can	sit	there	and	do	whatever.	We	wanted	to	
capture	 that	 in	 the	 festival	 and	 dignify	 it	 a	 little	 bit".	 They	 have	 acknowledged	 that	
special	circumstances	would	help	to	promote	the	festival	such	as	(O-R1604,	2:55):"In	
that	 time	 there	were	 a	 lot	 of	 synergies	 in	 the	 region,	 as	 the	 <<Lemon	Day>>,	 as	 an	
example	 of	 alternative	 festival	 and	 self-managed.	 (...)	 in	 Igualada	 there	 are	 a	 lot	 of	





He	 stated	 the	 mission	 of	 the	 Estival	 as	 (O-R1604,	 17:30):	 "we	 would	 like	 to	 boost	
culturally	 Igualada	 in	order	to	have	a	cultural	enrichment	of	 the	city".	When	asked	 if	
they	receive	pressure	for	the	design	of	the	plan	of	concerts	or	pressures	from	possible	
partners,	he	answered	(O-R1604,	07:00)	referring	to	the	City	Hall	counsellors:	"They	
did	 not	 question	 anything	 about	 our	 planning"	 and	 from	 the	 stakeholders	 (Theatres	
and	partners)	(O-R1604,	06:37):	"the	partners	gave	us	money,	in	some	cases,	but	they	
do	not	get	 involved	in	the	music	planning,	 in	some	cases,	 they	offer	with	 lower	price	
they	services."	





festival	 (O-R1604-19:16).	 However,	 when	 asked	 about	 the	 effects	 or	 impacts	 of	 the	






or	 if	 they	 think	 in	 the	way	 the	 audience	 feels,	 answered	 (O-R1604,	 20:51):	 "I	 think	
some	effect	creates.	That	is,	we	program	something	that	we	believe	has	quality.	Either	
because	musicians	have	talent,	or	because	staging	is	enjoyable,	it	feels	good.	Also,	the	
venue	 is	 the	 best	 one	 to	 listen	 to	 the	 public	 have	 a	 successful	 experience.	 Either	
because	people	discover	something	that	they	did	not	know	cause,	or	because	there	are	
many	 concerts	 that	 are	 much	 like	 underground,	 (...).	 I	 think	 experimental	 music	
provokes.	(...)People,	even	if	they	do	not	understand,	have	to	watch	the	musician,	what	
is	happening	 to	 this	guy,	what	 is	he	playing?.	 I	 think	 that	when	 looking	outside	 they	
should	also	look	inside,	they	must	decide	if	they	get	up	and	go	out,	if	they	are	left	out	of	
curiosity,	 or	 maybe	 they	 are	 upset.	 I	 believe	 that	 only	 in	 this,	 which	 is	 a	 very	
contemporary	way	of	looking	art,	I	believe	that	things	happen	already."		
So,	 they	 believe	 that	 provoking	 but	 also	 generating	 surprise	 is	 one	 of	 the	 possible	
emotional	effects	of	participating	in	their	festival	(O-R1604,	23:10)"we	say	to	people:	
<<you	will	discover	 something	 that	you	do	not	know,	with	a	 singer...and	you	will	 go	
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nuts	 because	 is	 awesome...>>,	we	 try	 to	 say	 that".	When	 asked	 if	 they	 consider	 that	
with	 the	 festival	 generates	 an	 interest	 of	 jazz,	 in	 his	words	 (O-R1604-27:47)	 "Yes,	 I	
think	so"	
This	 previous	 analysis	 of	 a	 festival	 organizer	 helped	 to	 contrast	 if	 the	 concepts	 of	 the	
general	 hypotheses	 were	 understood	 and	 to	 acknowledge	 the	 intentions	 from	 one	
particular	 perspective.	 Then,	 and	 taking	 into	 consideration	 that	 this	 is	 based	 with	 one	
interview,	it	can	be	concluded:	
• The	concepts	of	cultural	impact	and	emotional	impact	were	understood	and	could	
be	 related.	 It	 seems	 that	 the	 emotional	 interest	with	 the	 cultural	 good	 is	 related	
from	 the	 point	 of	 view	 of	 this	 particular	 organizer.	 Then	 is	 a	 relevant	 topic	 to	
evaluate.	
• The	 same	 music	 festival	 requires	 different	 interviews	 from	 different	 festival	
organizers	 or	 stakeholders	 since	 different	 interests	 are	 implied.	 Then,	 for	 the	
major	case	we	need	to	compile	different	persons	implied	in	the	organization	of	the	
music	 festival	 in	order	 to	understand	how	these	 interests	may	effect	 the	cultural	
and	emotional	impact	of	the	event	on	the	participants.		
• The	 organization	 of	 this	 music	 festival	 is	 little	 and	 not	 capable	 of	 having	 a	
procedure	 to	 evaluate	 properly	 the	 impacts	 of	 the	 festival.	 However,	 there	 is	 an	








for	 each	 festival	 (6.3.2.2),	 the	 process	 to	 test	 of	 the	 survey	 (6.3.2.3),	 a	 first	 quantitative	
description	of	some	relevant	variables	(6.3.2.4)	and	a	previous	set	of	conclusions	(6.3.2.5).	
As	mentioned	at	the	beginning	of	this	chapter,	there	are	three	aims	for	this	test:	to	prove	
the	 suitability	 and	 viability	 of	 the	 survey	 in	 its	 appliance	 to	 different	 types	 of	 music	




in	 the	 survey.	 The	 quota	 sampling	 is	 a	 method	 for	 the	 selection	 of	 the	 number	 of	
participants	 in	 a	 survey.	 This	method	 stratifies	 the	 sample	 in	 different	 subgroups,	 each	








The	 surveys	 were	 collected	 from	 the	 three	 music	 festivals	 mentioned	 before:	 BBk	 live,	
Jazzaldia	and	Estival	de	Jazz.	For	the	cases	of	BBK	live	and	Jazzaldia	the	survey	required	a	
camp	 based	 way	 of	 collecting	 the	 data.	 This	 means	 the	 team	 of	 researchers	 compiled	
personally	each	survey	with	each	participant.	The	questions	were	translated	directly	when	
necessary	 and	 were	 registered	 in	 the	 mobile	 phone	 of	 each	 researcher.	 This	 way	 of	













for	 each	 case	 to	 be	 studied.	 In	 addition	 and	 as	 mentioned	 in	 section	 6.3.1.1.3.1,	 one	
important	 result	 of	 the	 interviews	 to	 the	 festival-goers	 was	 the	 confirmation	 of	 the	
prominence	 of	 the	 impact	 on	 cultural	 identification.	 This	was	 already	 clarified	 from	 the	
conceptual	 proposal	 in	 chapter	 5	 (section	 5.4.)	 but	 the	 deep	 understanding	 from	 the	
	
207	
content	 analysis	 confirmed	 the	 theoretical	 position	 of	 this	 dissertation.	 The	 survey	was	
also	modified	with	the	 inclusion	of	alcohol	and	drugs	as	possible	 influences	of	 the	music	
festival	 experience,	 as	 concluded	 in	 sub-section	 6.3.1.1.3.4,	 they	 were	 included	 in	 the	
section	"Origin	of	emotions"	as	a	result	of	 the	 importance	shown	by	the	festival-goers	 in	
the	 interviews.	This	previous	gathering	data	 through	surveys	 in	 the	music	 festivals	shed	
light	in	the	convenience	or	inconvenience	of	these	elements	as	a	possible	origin	of	strong	
emotions	 during	 the	 experience	 of	 the	 festival.	 The	 survey	 applied	 in	 the	 three	 music	
festivals	can	be	found	in	appendix	8.		
As	 presented	 in	 the	 model	 of	 analysis	 (chapter	 5,	 sections	 5.2	 and	 5.3)	 CIPE	 was	
constructed	with	 two	 impacts:	 the	cultural	and	 the	emotional.	Both	have	dependent	and	








specified	and	related	to	the	perception	of	 the	cultural	 impact	 in	the	context	of	 the	music	
festivals.	As	concluded	in	the	precedent	section,	the	study	was	centred	in	the	evaluation	on	
the	 impact	 on	 the	 cultural	 identification.	 Additionally,	 the	 CIPE	 includes	 the	 variable	
"Emotionality''	 that	evaluates	 the	relation	perceived	between	 the	 intensity	of	 the	 impact	
with	 the	 emotions	 within	 the	 experience	 of	 the	 event.	 Therefore,	 the	 perception	 of	 the	





















In	 the	 case	 of	 the	 dependent	 variable	 "Perception",	 it	 contains	 the	 socio-demographic	
independent	 variables	 of:	 gender,	 age,	 place	 of	 birth,	 level	 of	 studies,	 mother	 tongue,	
nationality,	music	 preference,	music	 festival	 participation	 and	 place	 of	 residence.	 These	
variables,	as	it	was	presented	in	chapter	5,	were	responsible	to	understand	the	potential	
effects	of	 the	social	background	of	 the	respondents.	The	complementary	elements	of	 the	
CIPE	applied	 in	 the	 context	of	 the	music	 festivals	 contributed	with	 the	evaluation	of	 the	
music	preferences	in	order	to	understand	the	implications	that	might	have	to	prefer	one	
style	 or	 another.	 Moreover,	 it	 gathered	 data	 on	 the	 number	 of	 times	 the	 respondent	




















































As	 can	 be	 seen	 in	 this	 table,	 the	 different	 profiles	 have	 been	 drawn	 from	 the	 analysis	
model	 proposed	 by	 the	 CIPE.	 However,	 there	 are	 several	 aspects	 that	 have	 been	
considered	important	to	adapt:		
• In	relation	to	the	operativisation	of	the	level	of	education,	 it	has	been	considered	
important	 to	 introduce	 some	 categories	 and	 indicators	 that	 are	 understood	 by	
most	informants,	irrespective	of	their	origin	or	their	educational	experience.		
• The	 variable	 "Music	 Preference"	 set	 the	 basis	 on	 the	 Short	 Test	 of	 Music	
Preferences	(STOMP	list	of	music	preferences	developed	by	Rentfrow	and	Gosling,	
2003)72.		As	argued	in	chapter	2,	section	2.1.1,	the	use	of	this	scale	is	justified	on	its	
capacity	 to	be	 related	with	different	 identitarian	elements	of	 the	 individuals	 and	
enrich	the	analysis	of	the	processes	of	cultural	 identification	in	the	context	of	the	
music	live	experiences.	This	list	was	developed	in	2001	through	four	analysis	with	
an	 extensive	 representativeness	 and	 it	 has	 been	 used	 in	 further	 analysis	 of	 the	
preferences	 in	 music	 (Nowack,	 2018;	 Marshall	 and	 Naumann,	 2018;	 Vella	 and	


















et	 al.,	 2016)	 and	 create	 a	 quantitative	 summary	 of	 what	 might	 be	 the	 source	 of	 the	
emotions	 within	 the	 music	 festival	 experience.	 In	 addition,	 the	 element	 "Alcohol	 and	














blocks:	 the	 emotions	 and	 the	 "peak	 experiences".	 As	 presented	 in	 chapter	 3	 and	 5,	 the	
variable	 "Emotions"	 is	based	on	 the	GEMS	 list	 from	Zentner	 (2008).	Table	24	shows	 the	
list	of	 the	nine	emotions	 contained	 in	 the	GEMS	scale	 that	will	describe	 the	existence	of	
each	emotion	and	the	intensity	through	a	 likert	scale.	A	second	measure	of	 intensity	will	
come	 from	 the	 variable	 "Peak	 experiences"	 which	 will	 gather	 data	 about	 those	 specific	
moments	during	the	festival	of	special	intensity.	Consequently,	there	will	be	two	measures	
of	intensity:	the	first	obtained	by	the	measure	of	each	emotion	and	the	second,	described	


















As	mentioned	before,	 the	variable	 "Peak	experiences"	 is	based	on	 the	descriptors	of	 the	
Intense	 Music	 Experience	 (IME)	 developed	 by	 Schäfer	 et	 al.	 (2013).	 These	 descriptors	
were	developed	 through	a	qualitative	analysis	demonstrating	and	here	are	presented	as	
























the	 vast	 variety	 of	 music	 festivals.	 In	 this	 case,	 the	 definition	 was	 specified	 in	 these	 terms:	 an	
unforgettable	experience	with	music	that	stands	out	from	usual	experiences	because	of	its	quality;	





was	 structured	 based	 on	 the	 cultural	 impact	 on	 the	 cultural	 identification	 and	 in	 the	
emotional	impact	in	music	festivals	(EIMF)	adapted	to	the	three	festivals;	the	informants	











These	 four	 elements	were	 introduced	 to	 the	 survey	 through	 closed-ended	 questions.	 In	





the	 attendants.	 To	 obtain	 information	 about	 the	 profiles,	 the	 categories	 were	 asked	
through	the	indicators	in	Table	22.	
The	Emotional	Impact	in	Music	Festivals	was	introduced	in	three	main	sections:	the	origin	
of	 emotions;	 the	 identification	 of	 emotion	 with	 their	 intensity;	 the	 identification	 of	 the	
elements	 of	 the	 IME.	 The	 first	 two	 were	 evaluated	 on	 a	 likert	 scale	 between	 1	 to	 5.	
Whereas	the	IME	and	its	categories,	were	evaluated	as	existent	or	not	existent.	
The	 final	 survey	 lasted	 between	 10	 and	 15	 minutes,	 depending	 on	 the	 informant's	







Jazz	 	 the	 surveys	were	only	 in	Catalan	and	delivered	 in	paper	with	 a	pen	 in	 the	 seat.	 In	
appendix	8	it	can	be	found	the	final	versions	of	the	survey	in	Catalan	and	English.	
6.3.2.2 Size	of	the	sample	in	each	festival:	quota	sampling.	










the	 society,	 which	 holds	 the	 event.	 In	 this	 dissertation,	 each	 subgroup	 will	 respect	 the	
percentages	of	previous	research	studies	(if	they	were)	for	each	festival	or	(when	it	is	not)	
will	be	determined	 from	the	percentages	of	 the	city	holding	 the	event.	This	 last	decision	






The	data	 collection	was	 carried	out	 in	 three	phases	 at	 different	 times	 in	2018.	The	 first	
was	 on	 the	 22th	 of	 June	 in	 the	 town	 of	 Igualada	 at	 the	 "Teatre	 de	 l'Aurora"	 with	 a	
collection	of	48	completed	forms.	The	second	phase	took	place	on	the	12th	of	July	in	the	
city	of	Bilbao	at	the	BBK	festival	in	the		Kobetamendi	festival	space,	with	a	collection	of	50	
completed	 forms	 in	 three	 main	 languages	 (Spanish,	 Catalan	 and	 English).	 The	 last	
collection	was	carried	on	the	25th	of	July	in	the	city	of	San	Sebastian	during	the	Jazzaldia	






study	 for	 three	 main	 objectives:	 acknowledge	 if	 the	 concepts	 are	 understood	 by	 the	
audience,	 select	 the	 suitable	 music	 festival	 for	 this	 type	 of	 analysis	 based	 on	 the	
performance	 of	 the	 variables	 constituting	 the	 survey	 and	 incorporate	 possible	 nuances.	
For	the	first	objective	the	researchers	took	notes	during	the	collection	of	data.	These	notes	
described	 the	 difficulties	 during	 the	 explanation	 of	 the	 concepts,	 here	 it	 presented	 a	
resume	of	three	problems	to	be	attained	:	
1. The	surveys	required	a	specific	explanation	on	how	to	be	fulfilled.	Repeatedly,	the	
researchers	 found	out	several	 times	 the	attendant	 fulfilled	 the	survey	before	any	




synonyms	 (NBBK12-4,	 NJA22-2).	 Thanks	 to	 the	 scale	 from	 Zentner	 et	al.	 (2008)	
the	researchers	clarified	the	concepts.	




The	second	and	third	objectives	will	be	attained	 in	section	6.4.3	after	 the	analysis	of	 the	
results	 of	 the	 surveys.	 Then,	 data	 needs	 to	 be	 analysed	 in	 order	 to	 understand	how	 the	
experience	 depends	 on	 the	 typology	 of	 the	 festival.	 The	 next	 subsection	 shows	 these	
quantitative	results.	
6.3.2.4 Quantitative	results	of	the	test		
The	 quantitative	 results	 of	 the	 test	 cases	 can	 show	 trends	 of	 the	 main	 concepts	 and	
correlations	 concerning	 the	 relevant	 variables	 of	 the	 models	 of	 analysis.	 Firstly,	 it	 is	
presented	 the	 description	 of	 the	 correlation	 between	 the	 intensity	 of	 emotions	 of	 the	
Emotional	 Impact	 of	 Music	 Festivals	 (EIMF)	 with	 the	 intensity	 of	 the	 cultural	 impact	
evaluated	 with	 the	 CIPE.	 This	 correlation	 is	 relevant	 to	 understand	 in	 which	 type	 of	





relevant	 in	 the	experience	or	not	 since	 it	was	 incorporated	 from	 the	analysis	of	 the	 test	
interviews.	
A	previous	 statistical	note	 is	 required	 regarding	 the	 reliability	of	 the	different	 scales.	As	
mentioned	 before,	 the	 Emotional	 Impact	 is	 based	 on	 the	 scale	 of	 Zentner	 et	 al.	 (2008)	
which	 was	 a	 0.8	 Cronbach	 coefficient	 alpha	 in	 the	 9	 terms	 of	 the	 emotions	 in	 their	
previous	studies.	In	our	test	cases	it	was	again	performed	the	reliability	analysis	and	the	
data	 of	 this	 subscale	 resulted	 with	 a	 Cronbach's	 coefficient	 alpha	 0,79.	 Finally,	 the	




The	 emotional	 impact	 in	 music	 festivals	 (EIMF)	 has	 four	 dependent	 variables:	
characteristics	 of	 the	 event,	 origin	 of	 emotions,	 emotions	 and	 intensity.	 The	 emotional	
impact	 measures	 its	 intensity	 with	 the	 variables:	 emotions	 and	 peak	 experiences.	 The	
variable	 "emotions''	measures	 the	existence	of	 the	nine	emotions	 constituting	 the	GEMS	
scale	and	the	specific	intensity	for	each	emotion.	As	well	the	variable	"Peak	experiences''	
measures	 the	 existence	 of	 peak	 experiences	 and	 its	 characteristics	 during	 the	 music	
festival.	Then,	the	analysis	should	focus	on	these	two	main	variables	in	order	to	know	how	
intense	the	emotional	impact	is.	
The	 cultural	 impact	 has	 also	 its	 own	 measure	 of	 intensity	 with	 the	 same	 named	
independent	 variable	 but	 focused	on	 the	 intensity	 of	 the	 cultural	 impact	 on	 the	 cultural	
identification.	Consequently,	the	correlation	of	the	independent	variable	"Intensity"	of	the	
cultural	 impact	 with	 the	 mean	 of	 the	 intensities	 of	 the	 nine	 emotions	 of	 the	 GEMS	 list	
variables	expresses	how	strong	is	the	relation	between	these	two	variables.	But	also,	the	
same	 correlation	between	 the	 intensity	 of	 the	 cultural	 impact	with	 the	 existence	of	 IME	
can	represent	how	relevant	this	 link	is.	When	the	correlation	is	significant	then	it	can	be	
inferred	that	they	are	intensified	one	thanks	to	the	other.	Table	26	presents	the	results	of	




74 	The	 higher	 values	 were	 for	 the	 positive	 emotions	 of	 wonder,	 transcendence,	 joy,	
power,tenderness	 and	 peacefulness.	 The	 differentiation	 between	 positive	 and	 negative	 emotions	
should	 be	 addressed	 within	 the	 terms	 of	 the	 GEMS-9.	 Intuitively,	 the	 emotions	 of	 wonder,	
transcendence,	tenderness,	peacefulness,	joy	and	power	were	considered	positive,	whereas	tension	




















more	 increases	 the	 size	of	 the	 festival.	 It	 can	be	 interpreted	 from	 the	perspective	of	 the	
type	of	the	venue,	the	level	of	significance	is	better	in	the	closed	venue	festival	rather	than	
a	massive	outdoor	festival.	In	addition,	Table	27	reflects	that	the	change	in	the	coefficients	
is	not	 as	drastic	 as	 in	 the	previous.	The	analysis	of	 the	 influence	of	 the	profile	variables	
revealed	 no	 significant	 effect	 on	 the	 correlation.	 A	 further	 analysis	 with	 multple	
regression,	modelling	the	intensity	of	the	cultural	impact	as	dependable	of	the	intensity	of	
the	mean	of	emotions	and	the	existence	of	the	IME	demonstrated	the	same	performance	of	
																																								 																																								 																																								 																																								 																		
negative	 affect	 has	 been	 demonstrated	 in	 precedent	 studies	 (Watson	 &	 Clark,	 1988;	 Watson	 &	
Naragon,	 2009)	 which	 validated	 the	 difference	 and	 existence	 of	 positive	 and	 negative	 affective	
responses	with	empirical	data.	On	the	other,	the	terms	tension	and	sadness	have	been	included	in	
other	 emotions	 scales:	 the	 differential	 emotions	 scale	 or	 DES	 (Izard,	 Libero,	 Putnam	 &	 Haynes,	
1993);	 the	 positive	 and	 negative	 affect	 schedule	 or	 PANAS-X	 (Watson	 &	 Clark,	 1999);	 and	 the	
profile	of	mood	states	or	POMS	(McNair,	Lorr	&	Dropplemann,	1971),	which	have	been	confirmed	






(𝜌 >  0,2)	whereas	in	the	case	of	Estival	was	significant	(𝜌 <  0. 002).	Therefore,	 it	might	
be	 understood	 –acknowledging	 the	 limitations	 of	 the	 data–	 that	 the	 importance	 of	 the	
venue	or	 size	has	 an	 influence	on	 the	behaviour	of	 the	modelling	 as	 showed	also	 in	 the	
correlations.		
Then,	in	the	case	of	the	small	music	festival	in	closed	venues	there	is	a	strong	correlation	
between	 intensities	describing	 that	 the	more	 intense	are	 the	emotions	 the	more	 intense	
are	 the	 cultural	 impact.	 Moreover,	 the	 more	 existence	 of	 IME	 or	 peak	 experiences	 the	
more	 intense	 is	 the	 cultural	 impact.	 However,	 the	 few	 responses	 are	 offering	 a	 weak	






into	 the	 analysis	 of	 the	 variable	 "origin	 of	 emotions".	 The	 emotional	 impact	 evaluated	
seven	factors	to	check	the	origin	of	emotions	that	the	participant	may	perceive	as	the	main	









As	 it	 shows	 the	 graphic	 and	 understanding	 the	 limitations	 of	 the	 data	 observed,	 in	 the	
three	 festivals	 the	 prominence	 of	 music	 as	 an	 emotion	 originator	 is	 palpable.	 The	
significance	of	 the	differences	was	tested	through	the	repeated	measures	ANOVA	adding	
post	 hoc	 test	 using	 the	 Bonferroni	 correction.	 Music	 has	 a	 significant	 (	 all	𝜌𝑠 <  0.001)	
difference	between	the	rest	of	the	factors	in	Estival	de	Jazz	whereas	the	other	factors	had	
significant	 differences	 between	 them.	 As	 showed	 in	 Table	 28,	 data	 describes	 that	 the	
prime	 focus	 of	 the	 origin	 of	 emotions	 of	 festival	 goers	 of	 BBK	 live	 and	 Jazzaldia	 is	










		 		 p	bonf		 p	bonf		 p	bonf		
Music	 Separation	of	the	ordinary	 0.259	 <	.001	 <	.001	
	 The	social	experience	 0.003	 0.010	 <	.001	
	 The	atmosphere	of	the	festival	 0.349	 0.058	 <	.001	
	 Drugs	 <	.001	 <	.001	 <	.001	
	 Alcohol	 <	.001	 <	.001	 <	.001	
	
Novelty	 <	.001	 <	.001	 <	.001	




















	 The	atmosphere	of	the	festival	 1.000	 1.000	 1.000	
	 Drugs	 <	.001	 <	.001	 <	.001	
	 Alcohol	 <	.001	 <	.001	 <	.001	
	
Novelty	 <	.001	 0.151	 0.029	
The.social	experience	 The	atmosphere	of	the	festival	 1.000	 1.000	 1.000	
	 Drugs	 <	.001	 <	.001	 <	.001	
	 Alcohol	 <	.001	 <	.001	 <	.001	
	
Novelty	 0.007	 <	.001	 0.029	
The	atmosphere	of	the	festival	 Drugs	 <	.001	 <	.001	 <	.001	
	 Alcohol	 <	.001	 <	.001	 <	.001	
	
Novelty	 <	.001	 <	.001	 1.000	
Drugs	 Alcohol	 0.035	 0.110	 1.000	
	
Novelty	 <	.001	 <	.001	 <	.001	




responses	 delivered	 more	 relevance	 within	 the	 context	 of	 the	 BBK	 and	 Jazzaldia.	
Moreover,	 the	 repeated	 measures	 ANOVA	 using	 the	 Bonferroni	 post	 hoc	 test	 showed	
significant	 differences	 (	𝜌 𝑏𝑜𝑛𝑓 <  0.001)	 between	 the	 rest	 of	 the	 factors	 and	 these	 two	
factors.	This	consideration	requires	more	data	to	be	validated,	but	it	can	be	discussed	that	
the	music	style,	the	typology	of	the	event	and	the	size	of	the	festival	may	have	an	effect	on	
the	 consideration	 of	 these	 substances	 influencing	 the	 emotions	 in	 the	 experience	 of	 the	
festival.	However,	in	the	case	of	Estival,	the	influence	of	these	substances	was	minimal.	
Nevertheless,	music	 can	 be	 considered	 the	more	 relevant	 source	 of	 emotions	 but	 at	 the	
same	time,	other	 factors	may	gain	 importance	depending	on	 the	 typology	of	 the	 festival.	
Then,	 relating	 this	 data	 with	 the	 previous	 correlations,	 it	 can	 be	 considered	 that	 the	











Firstly,	 attach	 to	 the	 survey	 a	 set	 of	 simple	 instructions	 for	 its	 completion.	
Secondly,	the	researcher	should	clarify	the	concepts	of	the	impact	on	the	cultural	
identification.	 Thirdly,	 the	 paper	 version	 of	 the	 survey	 gives	 more	 time	 to	 the	
participant	for	its	completion.	
• Music	 festivals	 with	 strong	 protagonist	 of	 music	 seem	 more	 suitable	 for	 the	




• Acknowledging	 the	 limitations	 of	 a	 reduced	 sample,	 data	 showed	 that	 in	 closed	
venues	the	connection	between	the	cultural	impact	and	the	emotional	impact	was	
stronger.	 Whereas,	 in	 big	 festivals	 with	 a	 strong	 social	 experience,	 the	 link	
between	emotions	and	cultural	impact	was	less	relevant.	
• The	alcohol	and	drugs	 influence	appeared	 to	have	a	 slight	effect	on	 the	origin	of	
the	emotions	within	the	different	festivals	analysed.	In	the	case	of	a	closed	venue,	
music	 centred	 festivals	 	 like	 Estival	 de	 Jazz	 they	 have	 almost	 no	 importance	 as	
originators	of	emotions.	
These	 previous	 tests	 of	 the	 survey	 brought	 some	 inferences	 that	 should	 be	 considered	
within	 the	 limitations	 of	 a	 test	 analysis.	 The	 low	 quantitative	 representativeness	 of	 the	
sample	forces	to	understand	these	previous	insights	with	slight	determination.	However,	













The	 following	 steps	 were	 taken	 in	 order	 to	 accomplish	 the	 objectives	 and	 contrast	 the	
topics	appeared	in	the	precedent	gathering	methodologies:	
1. The	 information	 of	 the	 visual	 ethnographies	 was	 analysed	 after	 compiling	 the	
information	 following	 the	 rules	 presented	 in	 section	 6.1.3.	 These	 rules	 gave	 the	
direction	to	gather	the	essential	information	of	the	event	and	the	core	elements	of	
the	 experience	 though	 they	 are	 considered	 flexible	 and	 adaptable	 for	 each	 case.	
The	complete	texts	can	be	found	in	the	appendix	9.	
2. A	 deductive	 content	 analysis	 was	 undertaken	 in	 order	 to	 understand	 the	 main	
topics	of	interest	of	the	different	texts	in	relation	with	the	previous	analysis.	This	
section	 shows	 the	 interpretation	 after	 the	 descriptive	 analysis	 presented	 in	
appendix	 10.	 This	 descriptive	 analysis	 was	 based	 on	 the	 concepts	 of	 the	
hypotheses,	 namely:	 the	 perceived	 intentionality,	 the	 cultural	 impact	 on	 the	
cultural	identification,	the	existence	of	emotions	and	its	relation	with	the	cultural	
impacts	 and	 the	 side	 elements.	 These	 topics	 came	 also	 from	 the	 analysis	 of	
interviews	 from	which	are	 taken	 in	order	 to	contrast	 the	 information	along	with	
the	 same	 topics	 (6.3.1.1.2).	 These	 topics	 were	 the	 deductive	 categories	 of	 the	
content	analysis.	The	following	list	shows	the	general	categories	to	contrast:	
● Cultural	 Impact:	 this	 concept	 summarizes	 the	 topics	 related	 to	 the	 effect	 of	
the	 music,	 the	 cultural	 content	 of	 the	 festival,	 the	 sense	 of	 community,	 the	
possible	processes	related	to	cultural	 identity	and	all	 themes	possibly	related	
to	 the	 impact	 of	 the	 culture	 exposed	 in	 the	 music	 festival.	 This	 category	
contrasts	the	information	related	about	the	cultural	impact	in	section	6.1.3	and	
the	main	hypothesis.	
● Intense	 emotions	 and	 its	 relation	 with	 the	 cultural	 impact:	 gather	 the	
information	 related	 to	 the	 Emotional	 Impact	 and	 mainly,	 on	 the	 possible	
emotions	implicated	during	the	music	festival	and	what	are	their	origin	during	
the	music	 festival	experience.	This	 information	helped	to	contrast	 the	data	of	
the	cultural	impact	and	its	relation	with	the	intense	emotions.	
● Intentionality:	 this	 topic	 encloses	 the	 perceived	 intentionality	 of	 the	







● Side	 elements:	 this	 category	 includes	 all	 possible	 topics	 not	 related	 to	 the	
precedent.	 They	 have	 special	 interests	 in	 the	 topics	 "Social	 experience",	
"Audience"	 and	 "Alcohol	 and	 Drugs"	 in	 order	 to	 contrast	 the	 information	
coming	from	the	previous	interviews.	
3. After	these	definitions,	the	data	collected	with	the	visual-digital	ethnographies	was	
interpreted	 to	 contrast	 the	 main	 topics	 appeared	 in	 the	 interviews	 and	 the	
surveys.	This	contrast	is	presented	in	the	following	subsections	6.3.3.1-4.	
The	 three	 ethnographies	 generated	 different	 descriptions	 related	 to	 these	 categories.	
These	 topics	 helped	 to	 contrast	 the	previous	 conclusions	 of	 the	 surveys	 and	 interviews.	
Each	 visual-digital	 ethnography	 has	 been	 coded	 following	 the	 codes	 in	 Table	 29.	 Each	









As	explained	 in	 section	6.3.1.1.1	of	 the	present	 chapter,	 the	content	analysis	 inferred	on	
the	 basis	 of	 the	 concepts	 of	 the	 hypotheses	 and	 established	 the	 supercategories	 above	
presented	(Cultural	Impact,	Intense	Emotions,	Intentionality	and	side	elements).	Similarly	
to	 the	 procedure	 applied	 in	 the	 interviews,	 the	 texts	 were	 firstly	 coded,	 these	 codes	
generated	 subcategories	 that	were	 related	 or	 not	 related	 to	 the	main	 categories.	 Those	




















festivals.	 In	addition,	 the	quantitative	data	collected	 from	the	surveys	demonstrated	that	
they	 perceived	 the	 cultural	 impact	 on	 the	 cultural	 identification	 in	 most	 of	 the	 cases.	
Therefore,	 the	 contrast	 of	 the	 visual	 &	 digital	 ethnography	 will	 try	 to	 contrast	 and	
complete	these	previous	inferences	from	the	data	previously	analysed.	




a	 specific	 atmosphere.	The	music	 festival	 organization	 took	advantage	of	 the	venue	as	 a	
source	 of	 authenticity	 and	 differentiation.	 The	 topic	 emerged	 in	 the	 three	 festivals	 as	 a	
source	for	generating	specific	atmosphere	but	also	to	generate	the	social	experience	and	a	
unique	 spectacle.	 This	 specific	 interest	 on	 the	 venue	 was	 in	 some	 occasions	 linked	 to	
cultural	and	social	interest	of	the	sites	(in	the	case	of	Estival	and	Jazzaldia).	Moreover,	in	
the	three	cases	they	organized	events	in	key	public	spaces	as	a	strategy	to	add	a	symbolic	
value	 to	 the	 site	 or	 to	 vice	 versa,	 the	 symbolic	 value	 was	 added	 to	 the	 concert.	 As	 an	
example,	 the	organization	of	 concerts	of	 the	 festival	 Jazzaldia	in	 the	Plaza	de	la	Trinidad	
(or	Trini)	 -	 an	historic	 and	 symbol	 of	 the	 city	 of	 San	 Sebastian	 and	 in	 the	history	of	 the	




specific	 example	 can	 be	 found	 in	 the	 following	 link:	 https://www.youtube.com/watch?v=lW-
r4W10c0A	
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the	 venue	 combined	 with	 other	 elements	 can	 be	 a	 sign	 of	 the	 materialization	 of	 the	
cultural	 intentionality	 behind	 the	 organization	 of	 the	 festival.	 This	 element	 can	 help	 to	




and	 for	what	 it	costs.	Therefore,	 to	attend	a	concert	of	 this	 type	 is	 to	get	 involved	 in	 jazz	culture.	
These	 statements	 are	not	only	 the	 result	 of	 one's	 own	experience	but	 also	of	 conversations	with	
festival	 goers.	 'Many	 assure	 that	 this	 is	 a	 'must'	 for	 the	 festival,	 I	 have	 no	 doubt,	 this	 is	 the	 best	
space,'	says	a	participant	from	that	space"	(J-VE-6.25)76	
Similarly	can	be	interpreted	from	the	atmosphere	created	in	the	BBK.	As	it	is	described	in	
the	visual-digital	ethnography,	 the	 festival	 showed	a	set	of	aesthetics	and	ambience	 that	
has	its	roots	in	the	hippie	movement.	This	intentional	remembrance	of	the	60s	can	be	read	
as	 a	 way	 of	 adding	 this	 symbolic	 value	 to	 the	 festival	 in	 a	 historic	 perspective;	 these	




influence	 of	 the	 sponsors.	 This	 objective	 or	 intentionality	 was	 perceived	 from	 the	
stakeholder	 interest	 related	 to	 the	 festival	of	having	relation	 to	 local	partners,	 to	 "label"	
the	 festival	 with	 the	 trademark	 or	 to	 save	 expenses	 with	 a	 win-win	 situation.	 This	
presence	of	 sponsors	 can	be	described	 in	Collage	12	of	 the	appendix	9	appearing	at	 the	





Alongside	 this	 presence	 of	 different	 stakeholders	was	 perceived	 or	 occasioned	 negative	
emotions	 in	 some	of	 the	 interviews	within	 the	 test	 interviews.	This	was	 confirmed	with	
the	over-presence	of	sponsors	along	with	high	prices	in	the	consumption	of	commodities	
(specifically	 in	 the	 case	 of	 the	 Jazzaldia	 and	 BBK	 live)	 that	 were	 perceived	 as	 negative	







to	be	 there.	Nevertheless,	 the	presence	of	 the	different	partners	had	 an	 influence	 and	 it	
was	a	specific	way	of	the	perceived	economic	intentionality	of	the	music	festival.	
These	 different	 elements	 perceived	 served	 to	 contrast	 with	 some	 specific	 common	
elements	of	the	perceived	intentionality	in	different	music	festivals.	As	argued	before,	the	
festival	 organizers	 add	 symbolic,	 cultural	 and	 social	 value	 to	 the	 festival	 designing	 the	
festival	taking	into	account	specially	the	venue	as	a	strategy	to	determine	the	atmosphere	
of	 the	 festival	 and	other	aesthetic	elements.	This	 importance	of	 the	venue	was	 linked	 to	
specific	public	spaces	or	added	meanings	to	the	conformation	of	the	venue.	This	confirms	
the	 perception	 identified	 in	 the	 festival-goer	 interview	 on	 the	 intentionality	 to	 have	 a	
cultural	or	social	influence	in	the	attendees	as	part	of	political	or	a	city	strategy.	Therefore,	




festival	 and	 therefore,	 related	 to	 the	 content	 of	 the	 festival-goers	 interviews	 on	 their	
descriptions	of	 the	different	business	 strategies	of	 the	music	 festivals.	 In	 addition,	 there	
were	 some	 bad	 reactions	 to	 this	 presence	 that	 in	 some	 cases	 was	 disturbing	 the	
experience	 during	 the	 music	 festival.	 Nevertheless,	 it	 confirmed	 the	 relevance	 of	 the	
perceived	 objective	 on	 the	 economic	 profitability	 targeted	 by	 the	 music	 festivals	
organizers	and	the	use	of	multiple	strategies	to	accomplish	it.	
6.3.3.2 Origin	of	emotions	and	the	experience	of	the	festival	
As	described	 in	 the	 test	 interviews	and	 in	 the	analysis	of	 the	survey,	 the	 typology	of	 the	
festival	determined	the	importance	of	the	origin	of	emotions.	In	BBK	live	and	in	Jazzaldia,	
it	 gained	 relevance,	 the	 social	 experience,	 the	 atmosphere	 of	 the	 festival,	 and	 the	
experiencing	newness.	In	addition,	the	influence	of	drugs	and	alcohol	was	more	important	
in	 the	case	of	 the	BBK.	 So,	 the	dispersion	of	 the	experience	 in	multiple	 factors	 increased	
depending	 on	 the	 type	 of	 the	 festival.	 These	 different	 factors	 were	 confirmed	 from	 the	
perspective	of	the	visual-digital	ethnography	adding	the	effect	of	a	changing	atmosphere.	
The	 experience	 of	 the	 author	 showed	 –	 in	 the	 festivals	 BBK	 live	 and	 Jazzaldia	 –	 the	
different	 existent	 atmospheres	 within	 the	 same	 festivals.	 Moreover,	 the	 atmosphere	
changed	 during	 the	 festival	 drastically	 as	 it	 did	 the	 audience.	 It	 was	 perceived	 the	
evolution	of	 the	atmosphere	over	 time	due	 to	several	 factors:	 the	effect	of	 the	night,	 the	
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increase	 of	 attendees,	 the	 different	 attitudes	 of	 the	 audience,	 the	 liminality	 of	 the	
experiences,	 and	 the	 effects	 of	 substance	 abuse.	 Therefore,	 the	 atmosphere	 changed	
drastically.	 Two	 examples	 of	 these	 changes,	 the	 first	 related	 to	 contrast	 of	 different	
atmospheres	in	the	context	of	the	BBK:	
The	ThunderBitch	space	is	already	playing	BadGyal,	it	is	eleven	at	night.	It	is	surprising	how	all	the	
machinery	 works	 synchronously.	 I	 am	 even	 more	 surprised	 by	 Badgyal's	 style,	 it	 is	 totally	 pop	
music	 of	 the	 moment,	 it	 is	 reggaeton	 with	 a	 good	 dose	 of	 autotune.	 I	 enter	 the	 concert.	 The	
atmosphere	 is	different	 to	 the	one	that	at	any	time	I	would	have	considered	the	BBK.	The	people	
are,	for	the	most	part,	nationals	of	Spain.	They	sing	in	chorus	and	I	think	they	would	not	be	placed	
in	the	frame	of	hipsterism.	(BBK-VE-8.25)	
The	 second	 related	 to	 the	different	 atmosphere	 related	 to	 the	 evolution	over	 time,	drug	
consumption	and	alcohol	during	the	night	of	Jazzaldia:	
The	audience	is	young	and	smells	of	marijuana.	There	is	a	lot	of	beer	on	the	beach.	I	meet	several	

















the	 venues	were	 predominantly	with	 seats	 and	directed	 to	 the	 performance.	 There	was	









The	 description	 on	 the	 relation	 between	 emotions	 and	 cultural	 impacts	 from	 the	 data	
collected	with	 the	 visual-digital	 ethnography	 cannot	 be	 acknowledged	 as	 deep	 as	 in	 the	
test	 interviews.	 Nevertheless,	 it	 described	 several	 elements	 concerning	 the	 cultural	
impacts	and	the	emotional	reactions	of	the	attendees	during	the	events	analysed.	
The	participant	observation	described	related	topics	to	cultural	impacts.	For	instance,	the	
BBk	 live	 	 attendants	 came	 from	 different	 cultural	 backgrounds	 and	 nationalities	 but	
presented	 similar	 identitarian	 elements	 like	 the	 clothing	 or	 its	 identification	 with	 the	
others.	
"In	the	space	of	the	“Bilbao”	stage	there	are	many	people	already	waiting	for	the	most	anticipated	
concert	of	 the	night	(Florence	and	the	machine).	 In	passing,	 I	met	a	couple	 from	Brazil	who	have	
come	to	the	festival	and	do	some	tourism	in	Spain.	They	love	the	atmosphere	of	the	festival,	but	the	
enjoyment	 they	 express	 is	 more	 intellectual.	 I	 would	 not	 describe	 it	 as	 euphoria,	 but	 rather	 a	
reaffirmation	 of	 your	 identity	 and	 your	 belonging	 to	 this	 type	 of	 people	 who	 frequent	 music	
festivals.	They	are	both	tattooed	and	have	only	come	to	the	festival	for	two	days.	The	man	wears	a	
short-sleeved	shirt	with	 the	 typical	 flowers.	This	 shirt	model	or	 similar	are	very	common	among	
the	 men	 here.	 There	 is	 a	 kind	 of	 image	 "signalled"	 for	 people	 who	 frequent	 festivals,	 as	 I	 have	
previously	indicated."	(BBK-VE-8.5)	
Another	 element	 that	 can	 describe	 these	 cultural	 elements	 attached	 or	 constituting	 the	
experience	of	the	festival	is	the	tradition	of	the	celebration	of	concerts	in	specific	venues.	





cultural	 weight	 that	 may	 have	 in	 the	 experience.	 However,	 they	 can	 be	 interpreted	 as	
elements	 enhancing	 the	 emotional	 responses	 of	 the	 individuals	 or	within	 the	 context	 of	
high	 emotion	 arousal.	 As	 it	was	described	 in	 several	 passages	 of	 the	 three	 visual-digital	
ethnographies,	 intense	 emotions	were	 expressed	 by	 the	 individuals	 in	 several	 points	 of	
the	experience	of	 the	 festival.	These	emotional	reactions	were,	mainly,	a	response	of	 the	
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He	 is	 delighted	with	 the	 latest	 experience	 and	 has	 come	 looking	 for	 the	 same.	We	 talk	
about	musicians	and	the	experience	of	the	festival.	For	him,	music	 is	the	most	 important	
thing."	(J-VE-7.25)	
But	 also,	 they	were	 as	 a	 result	 of	 a	 shared	 euphoria	 of	 the	 festival-goers	 related	 to	 the	




decide	 to	 start	 talking	 to	 two	 girls	who	 are	 sitting	 talking	 animatedly.	 One	wears	 her	 hair	 dyed	
electric	blue.	They	 tell	me	with	euphoria	 that	 they	are	about	 to	see	 their	 favourite	group,	Bomba	
Stereo"	(BBK-VE-10)	
In	addition	of	 this	expectancies,	 there	were	 the	emotional	responses	 to	 the	music	or	 the	
relevance	of	the	liking	of	the	music	during	the	experience	of	the	different	concerts	of	the	
festival,	as	it	was	described	in	Estival	and	in	Jazzaldia,	for	instance:	





already	 in	another	phase	of	 the	 festival.	 I	 think	 I	 can	qualify	as	more	effervescent	 the	moment	 in	
which	we	are	now."	(J-VE-10)	
As	it	might	be	deduced,	the	experience	of	music	was	the	common	source	to	celebrate	and	
enjoy	 a	 positive	 set	 of	 emotions.	 Therefore	 the	 elements	 described	 in	 the	 visual-digital	
ethnography	confirmed	the	presence	of	intense	emotions	described	in	the	test	interviews.	
Moreover,	 they	confirmed	the	presence	of	positive	emotions	as	 it	was	deduced	 from	the	
data	 of	 music	 emotions	 in	 which	 the	 higher	 values	 were	 for	 positive	 emotions.	
Consequently,	 the	 experience	 of	 the	music	 festival	was	 constituted	mainly	with	 positive	





As	analysed	 in	 the	 test	 interviews	 in	 section	6.3.1.1.3.4,	 the	 side	elements	 considered	 in	
the	analysis	were:	the	influence	of	the	social	experience,	the	influence	of	the	atmosphere,	
the	motivations	of	 the	 festival-goers,	 the	 influence	of	 the	alcohol	and	drugs	and	the	 long	
term	effect	of	the	festival	experience.	Without	diminishing	its	relevance	within	the	music	
festival	experience,	these	elements	constituted	side	elements	because	they	were	whether	
considered	 aside	 of	 the	 analysis	 of	 the	 relation	 between	 the	 cultural	 impacts	 with	 the	
emotions	and	the	analysis	of	the	perceived	intentionality	or	they	were	studied	as	source	of	
emotions.	 As	 presented	 in	 the	 model	 of	 analysis	 in	 chapter	 5,	 section	 5.3.2,	 the	 social	
experience,	 the	atmosphere	of	 the	festival,	 the	alcohol	and	drugs	were	considered	as	the	
source	of	emotions	in	the	experience	of	the	festival	from	the	evaluation	undertaken	with	
the	 survey.	 However,	 the	 visual-digital	 ethnographies	 gathered	 data	 that	 compelled	 to	
remark	 the	 importance	 of	 several	 of	 these	 elements.	 In	 one	 side,	 as	 experienced	 by	 the	
researcher,	 the	 social	 experience	 and	 the	 effect	 of	 the	 atmosphere	 during	 the	 music	
festival	 was	 a	 relevant	 point	 of	 the	music	 festival	 experience.	 Mainly,	 this	 element	 was	
noticed	 in	 the	 BBK	 live	 and	 Jazzaldia	 festival,	 these	 types	 and	 massive	 festivals	 were	
capable	 of	 generating	 an	 overwhelming	 social	 experience	 due	 to	 the	 volume	 of	 the	
audience.	These	elements	were	 further	explained	 in	 the	analysis	 in	 section	6.3.3.2	along	
with	the	presence	of	drugs	and	alcohol	in	the	same	type	of	music	festivals.	In	another	side,	
the	analysis	of	 the	 long-term	effect	 is	not	 significant	 in	a	visual-digital	 ethnography	 that	
took	place	in	three	different	case	studies	in	one	moment	in	time.	Finally,	the	analysis	of	the	
motivations	-though	relevant-it	is	not	the	aim	of	the	present	dissertation.		
However,	 another	 side	 element	 was	 considered	 to	 be	 constitutive	 of	 these	 types	 of	
festivals	 (Jazzaldia	and	BBK	 live),	 its	 cultural	 attraction.	 This	 element	 was	 deduced	 not	




"I	head	to	the	right	of	 the	stage.	 I	strike	up	a	conversation	with	a	couple	 from	Ireland.	They	have	
been	coming	 for	a	while.	Her	experience	 is	 living	a	bit	of	 the	Spanish	climate,	sun,	good	food	and	
enjoying	good	music."(BBK-VE-7)	
Then,	and	as	argued	in	chapter	1,	in	section	1.1.3,	music	festivals	can	be	understood	as	a	
product	 for	 the	 fostering	 of	 a	 cultural	 tourism.	 Therefore,	 these	 two	 festivals	 can	 be	
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understood	 in	 this	 context	 as	 an	 effective	 tool	 to	 develop	 a	 cultural	 tourism	 due	 to	 its	
capacity	to	congregate	different	nationalities	with	a	cultural	interest.		
Another	 side	element	 remarkable	 in	 the	experience	of	 the	 festival	was	 the	disruption	of	
the	social	networks	 in	 the	 life	experience	of	 the	 festival.	The	aim	of	 the	 festival-goers	 to	





concert	remains	 in	 the	vital	memory.	Deep	down,	both	her	music,	how	the	example	she	gives	 life	
and	 her	 harangues	 are	 a	 statement	 of	 living	 in	 the	 moment.	 A	 carpe	 diem	 materialized	 in	 the	
concert	but	also	rejected	the	digital	as	a	distraction	 from	the	real.	However,	after	a	while,	a	good	
majority	of	people	have	the	mobile	in	their	hands	again.	(BBK-VE-9)	
This	 "need"	 to	 share	 or	 to	 demonstrate	was	 also	 palpable	 observing	 the	different	 social	
networks	(Facebook,	Twitter	and	Instagram)	and	helped	to	understand	the	appeal	of	the	
network	 to	 share,	 to	 show	 off	 or	 to	 say	 "I	 was	 there"	 (BBK-VE-	 8,5	 or	 J-VE-7.75).	 This	
disruptive	 role	of	 the	 "need"	 to	 share	 from	 the	 festival	 organization	was	perceived	with	
professional	media	cameras	who	encourage	to	be	effusive	in	order	to	record	it	and	share	it	
(BBK-VE-5)	
Finally,	 and	 as	 remarked	 in	 the	 test	 interviews	 in	 section	 6.3.1.1.3.4,	 there	 were	 some	
perceived	negative	factors	in	the	experience	of	the	festival.	From	the	test	interviews,	there	
were	 several	 elements	 that	 appeared	 from	 the	 perspective	 of	 the	 festival-goer:	 the	
crowding	of	the	venues,	the	drug	abuse	(previously	presented),	the	people	talking	during	
the	 concerts,	 the	 abusive	 ticket	 prices,	 and	 the	 tensions	 between	 the	 group	 of	 friends.	
From	the	data	gathered	via	visual-digital	ethnography,	the	most	of	the	perceived	negative	
elements	 came	 -as	 well-	 from	 the	 high	 pricing	 of	 the	 commodities	 (BBK-VE-4.25,	 J-VE-
4.25,	BBK-VE-4.75,	BBK-VE-7),	the	not	allowance	of	entering	to	the	venues	with	your	own	
food	or	drinks	(J-VE-6.75	and	BBK-VE-5.25).	The	tension	between	drunk	attendees	or	the	
insecurity	 felt	 in	some	stages	of	 the	night	(BBK-VE-8.75,	 J-VE-11).	Then,	 the	existence	of	
these	elements	contributed	to	add	negative	emotions	like	tension	or	anxiety	during	short	
periods	of	time.		
The	 visual	 &	 digital	 ethnography	 helped	 to	 contrast	 and	 confirm	 some	 side	 elements	





of	 the	 festival	as	a	cultural	 touristic	destination.	Moreover,	 it	contributed:	 to	 identify	 the	
clash	 or	 disruption	 of	 the	 social	 networks	 in	 the	 real	 experience	 of	 the	 festival	 due	 to	
specific	 behaviours	 of	 the	 attendees;	 to	 determine	 specific	 negative	 factors	 constituting	
the	experience	of	the	festival.	However,	the	limitations	of	the	sample	force	to	understand	
this	 analysis	 with	 a	 limited	 extension.	 As	 it	 might	 be	 observed,	 the	 study	 of	 the	 side	
elements	took	the	data	from	the	BBK	live	and	the	Jazzaldia		festivals,	therefore	it	has	to	be	
taken	from	the	perspective	of	this	typology	of	music	festivals.	
Summarily,	 it	 can	be	 shortly	 reminded	 the	 topics	 that	 complemented	and	confirmed	 the	
data	from	the	previous	methodologies:	
• The	participant	observation	gathered	information	on	the	specific	objectives	of	the	
intentionality	 of	 the	 organizers	 complementing	 the	 recognized	 in	 the	 test	
interviews:	 the	 symbolic	 valued	 that	 is	 added	 to	 specific	 venues	 in	 order	 to	
generate	 unique	 experiences;	 the	 presence	 of	 sponsors	 in	 order	 to	 be	 economic	
viable	with	the	toll	of	some	negative	perceptions	of	the	festival-goers.	
• The	 perceived	 intentionality	 was	 materialized	 also	 in	 the	 importance	 of	 the	





origin	 of	 emotions	might	 be	 interpreted	 as	 dispersed	 in	more	 factors:	 the	 social	
experience,	 the	 atmosphere	 of	 the	 festival	 and	 the	 consumption	 of	 alcohol	 and	
drugs.	
• The	prominence	of	music	was	confirmed	in	the	three	festivals,	though	in	Estival	it	
was	perceived	as	more	 relevant	due	 to	 its	 focusing	 thanks	 to	 the	disposal	 of	 the	
venues	and	the	style	of	music.	
• From	 the	 analysis	 of	 perceived	 elements	 related	 to	 the	 cultural	 impacts	 were	
identified	the	following:	the	sense	of	sameness	or	community	with	the	clothing	or	
the	liking	of	similar	music	performances	over	the	audience;	the	relevance	of	music;	
the	 shared	 experience	 with	 music;	 and	 the	 traditions	 of	 concerts	 performed	 in	
specific	venues.	
• It	 was	 confirmed	 that	 the	 festival	 was	 an	 opportunity	 to	 experience	 positive	
emotions	 with	 high	 arousal	 and	 high	 expectations.	 Moreover,	 these	 intense	
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emotions	 were	 related	 to	 different	 elements	 of	 the	 experience	 including:	 the	
music,	the	shared	expectancies,	or	enjoying	with	others.	
• The	 festivals	 of	 Jazzaldia	and	BBK	 live	demonstrated	 a	 high	 presence	 of	 tourists	
and	 therefore,	 confirmed	 the	 effectiveness	 of	 these	 events	 to	 be	 a	 cultural	
attraction.	As	 it	might	be	deduced,	 this	was	attached	to	the	typology	of	 the	event	





• There	 were	 confirmed	 some	 negative	 elements	 of	 the	 experience	 generating	
negative	 emotions:	 the	 high	 prices,	 the	 not	 allowance	 to	 enter	 with	 food	 and	
beverages	and	the	behaviour	of	some	overdosed	members	of	the	audience.	
6.4 Conclusions	from	the	test	cases	
As	 a	 result	 of	 the	 test	 of	 the	methodologies	 and	 the	 analysis	 gathered	 through	 them,	 it	
might	 be	 inferred	 some	 conclusions	 and	 recommendations	 for	 the	 analysis	 of	 the	 case	
study.	 As	mentioned	 in	 the	 beginning	 of	 the	 previous	 section,	 the	 following	 conclusions	
were	on	 the	 scope	of	 three	main	objectives:	 to	 improve	 the	 application	of	 the	 gathering	
methodologies	 in	 the	 case	 study,	 to	 validate	 the	 selection	 of	 the	 cultural	 impact	 on	 the	
cultural	identification	and	to	select	the	case	study.	
6.4.1 Optimizations	of	the	process	of	gathering	data	
The	 ten	 interviewed	 showed	 a	 general	 well	 understanding	 of	 the	 core	 concepts	 of	 the	




As	 it	 was	 acknowledged	 in	 some	 stages	 of	 the	 test	 process,	 some	 of	 the	
respondents	answered	the	questionnaire	before	the	starting	of	the	festival	or	the	
concerts	 of	 the	 festivals.	Moreover,	 the	 researcher	 should	 be	 around	 in	 order	 to	




2. The	survey	should	be	delivered	 in	paper.	As	 it	has	been	 identified,	 this	 format	of	
the	 survey	gives	more	 time	 to	 the	participant	 for	 its	 completion	and	 it	 allows	 to	
have	more	responses	in	short	periods	of	time.	







in	 camp	 and	 city	 festivals	 displayed	 a	 strong	 presence	 of	 these	 elements	 describing	
multiple	occasions	in	which	its	influence	was	noticed.	Therefore,	this	analysis	may	require	
a	better	focused	study	for	its	correct	interpretation.	
Similarly,	 the	analysis	of	 the	 intentionality	 requires	more	 interviews	 to	different	 festival	
organizers	 of	 the	 same	 festival.	 First	 of	 all,	 the	 festival	 should	 bring	 the	 opportunity	 to	
interview	 the	 director	 of	 the	 festival.	 Secondly,	 the	 variety	 of	 festival	 organizers	 would	
shed	 light	on	different	 intentions	 implied	 in	 the	organization	of	 the	music	 festival,	 often	
contrasting	them.	In	general,	the	more	variety	of	interviews,	the	more	the	different	points	
of	view	to	enrich	the	intentionality	of	the	festival.	
The	 visual	 ethnographies	 should	 be	 more	 extensive	 in	 the	 information.	 In	 the	 case	 of	
Estival	de	Jazz,	the	information	had	less	extension	and	detail	than	the	other	two	cases.	This	
fact	brought	complications	on	the	analysis	of	the	nuances	of	the	experience.	As	it	might	be	
deduced,	 the	 information	gained	 in	quality	as	 the	researcher	gained	 in	 the	experience	of	
doing	participant	observation.		
The	analysis	through	qualitative	content	analysis	helped	to	compare	the	data	coming	from	
the	 interviews	 and	 the	 visual-digital	 ethnographies.	 The	 deductive	 common	 shared	
supercategories	 were	 an	 effective	 strategy	 to	 find	 the	 recurring	 or	 common	 themes	
between	the	two	methodologies.	Moreover,	since	the	concepts	were	included	in	the	model	
of	analysis	it	simplified	the	completion	of	the	quantitative	data	with	the	qualitative.	
Finally,	more	 responses	of	 the	 survey	 should	be	 intended.	The	quantitative	weakness	of	
the	sample	makes	the	interpretation	with	a	limited	validation.	
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6.4.2 Confirmation	 of	 the	 selection	 of	 the	 cultural	 impact	 on	 the	 cultural	
identification	
As	 introduced	 in	 section	 6.3.1,	 the	 test	 analysis	 served	 to	 confirm	 the	 selection	 of	 the	
impact	 on	 the	 cultural	 identification.	 As	 described	 in	 section	 6.3.1.1.3	 the	 ten	 previous	
interviews	 confirmed	 the	 cultural	 impact	 on	 the	 cultural	 identification	 as	 the	 most	
experienced	by	the	 festival-goers.	As	 introduced	 in	chapter	5,	section	5.4,	 the	theoretical	
relation	 between	 emotions	 and	 the	 different	 processes	 of	 the	 cultural	 identification	had	
strong	 links,	 but	 the	 specific	 conceptual	 definition	 of	 the	 impact	with	 specific	 emotions	
required	to	be	validated.	This	conclusion	is	not	determining	the	uniqueness	of	this	impact	






As	 introduced	 in	 section	 6.2,	 the	 selection	 of	 the	 music	 festival	 was	 determined	 by	 its	
suitability	 on	 the	 analysis	 of	 the	 cultural	 impact.	 As	 mentioned,	 this	 suitability	 was	





1. Firstly,	 the	 music	 festival	 experiences	 analysed	 were	 different	 occasions	 to	 have	
intense	 emotions.	 From	 the	 point	 of	 view	 of	 the	 surveyed	 festival-goers	 the	 music	
festival	 experience	 was	 valued	 with	 intense	 positive	 emotions.	 Similarly,	 the	 test	
interviews	 revealed	 the	 emotions	 felt	 in	 the	 music	 festival	 were	 on	 the	 top	 list	 of	
emotions	of	their	life.	In	addition,	there	was	a	representative	group	of	attendants	that	
experienced	a	peak	experience	during	the	music	festivals.	Then,	the	music	festival	was	
a	 place	 of	 intense	 emotions	 and	 peak	 experiences	 thanks	 to	 the	 music	 experience.	
Complementing	 these	analyses,	 the	participant	observation	demonstrated	 that	 every	
festival	was	an	occasion	of	celebration,	enjoyment	and	shared	positive	emotions	that	








link	between	the	emotional	 impact	and	the	cultural	 impact	was	strong	 in	 the	case	of	
Estival	 de	 Jazz	 but	 weakly	 related	 in	 the	 cases	 of	 Jazzaldia	 and	 BBK	 live.	 The	 main	
differences	 of	 these	 festivals	with	Estival	were:	 the	 size	 and	 the	 type	of	 venues.	 The	
descriptions	of	the	visual-digital	ethnographies	helped	to	determine	these	differences.	
The	 size	 of	 Estival	 can	 be	 considered	 little	 with	 no	 more	 of	 5.000	 festival-goers	
whereas	in	the	other	cases	they	are	composed	with	hundred	of	thousands.	The	venues	
were	 also	 smaller	 and	 focused	 on	 the	 performance	 of	 the	musicians,	 and	 therefore,	
focused	in	music.	Then,	it	might	be	understood	–	acknowledging	the	limitations	of	the	





of	 the	experience	depending	on	the	 typology	of	 the	music	 festival.	As	described	with	
the	variables	of	 the	 survey	 constituting	 the	dependent	variable	 "origin	of	 emotions",	
the	 relevance	 of	 different	 factors	 of	 the	 origin	 of	 emotions	were	more	 dispersed	 as	
more	complex	was	the	experience	of	the	festival.	In	the	case	of	BBk	live	or	Jazzaldia	the	
experience	of	the	festival	included	–	as	described	in	the	visual	&	digital	ethnographies–	
different	 factors:	 multiple	 changing	 atmospheres,	 the	 relevance	 of	 the	 social	
experience,	high	presence	of	drugs	and	alcohol	or	the	multiple	venues	of	the	festival.	
These	 different	 factors	 diluted	 the	 importance	 of	 music.	 Although	 the	 relevance	 of	
music	was	uppermost	in	the	three	festival	experiences,	it	was	not	considered	the	main	
source	of	emotions	in	the	contexts	of	BBK	and	Jazzaldia.	However,	in	the	case	of	Estival	
the	prominence	of	music	was	 clear	 and	 validated	with	 the	qualitative	description	of	
the	 visual	 ethnography.	 Therefore,	 it	 seems	 –	 considering	 the	 limitations	 of	 the		
sample	–	that	music	constitutes	the	centrality	of	the	experience	or	the	main	origin	of	
emotions	 when	 the	 music	 festival	 is	 designed	 to	 have	 its	 focus	 on	 the	 music	





As	 it	 was	 explained,	 the	 selection	 of	 the	 three	 test	 cases	 was	 in	 order	 to	 have	 a	 wide	




music	 the	 cultural	 impact	was	more	 intense	 and	 better	 correlated	with	 the	 intensity	 of	
emotions.	 Therefore,	 the	 analysis	 of	 the	 variables	 constituting	 the	 CIPE	 can	 be	 better	
described	in	those	music	festivals	experiences	where	music	has	the	protagonist	role.		
From	the	applicability	of	 the	data	gathering	methodologies,	data	showed	 that	 the	closed	
venues	 with	 fixed	 seats	 were	 better	 for	 the	 comprehension	 of	 the	 concepts	 due	 to	 the	
possibility	 to	 deliver	 the	 surveys	 in	 paper,	 with	 a	 set	 of	 instructions.	 Moreover,	 this	
proceeding	was	understood	to	be	potentially	more	effective	in	gathering	more	responses	














an	 experimental	 phase	 that	 aims	 to	 test	 the	 operativisation	 of	 the	 proposed	 models	
through	specific	gathering	methodologies.	
With	 this	process	we	 seek	 to	 identify	 aspects	 to	be	 improved,	 as	well	 as	 elements	 to	be	
taken	 into	 account	 toward	 new	 applications	 of	 the	 models.	 After	 the	 three	 test	 cases	
















study	 is	Quincena	Musical,	an	 annual	classic	music	 festival	 in	 San	 Sebastian	which	 took	
place	 between	 the	 2th	 to	 25th	 of	 August	 of	 2018.	 The	 aims	 of	 this	 chapter	 are	 to	
understand	the	historic	and	cultural	value	of	the	festival	in	a	wide	perspective	and	justify	
the	specificity	of	the	application	of	the	CIPE	in	Quincena.	
As	explained	 in	chapter	2,	 section	2.3.1,	 the	analysis	of	 the	characteristics	of	 the	 festival	
and	its	contexts	became	relevant	because	it	is	intended	to	set	value	to	the	experience.	As	
argued	in	chapter	2,	this	identification	of	value	came	not	only	from	the	experience	of	the	
festival-goers	 but	 also	 also	 from	 the	 evaluation	 of	 the	 “cultural	 capital”	 or	 the	 attached	
cultural	 meanings	 related	 to	 the	 event	 due	 to	 its	 history	 or	 symbolic	 meaning.	 These	









multiple	 perspectives	 to	 analyze	 the	 festival	 and	 its	 context,	 this	 section	 presents	 the	
scope	 of	 three	 different	 perspectives	 of	 analysis:	 the	 conception	 of	 San	 Sebastian	 as	 a	
















was	 a	 mixture	 of	 liberalism,	 progressim,	 and	 nationalism.	 As	 stated	 in	 Barrena	 et	 al.	









European	 city.	 Meeting	 places	 in	 the	 Casino	 (Kursaal)77	fostered	 the	 meeting	 of	 many	
outstanding	 figures	of	European	cultural	 life	 including	Mata	Hari,	Leon	Trotsky,	Maurice	
Ravel,	Romanones,	and	Pastora	Imperio.	There	performed	the	French	operetta	company,	
Russian	ballet,	opera	singers	and	other	famous	artists	(Berruso,	2013).	With	World	War	as	




were	other	 related	activities	and	activities	were	 forced	 to	 turn	 to	 theatrical	 and	musical	
events.	 The	 summer	 tourist-centred	 activities	were	 losing	 strength,	while	 San	 Sebastian	
was	growing	into	its	role	as	a	provincial	capital	focused	on	tasks	of	public	administration	
and	 related	 services.	 In	 this	 decade	 the	 city	 had	 more	 than	 61,000	 inhabitants.	 In	 the	
beginning	of	 the	Second	Republic	 in	1930,	 the	heads	of	 the	different	republican	political	
parties	met	in	San	Sebastián	and	agreed	on	a	common	front	and	ideology.	This	agreement	
																																								 																					
77	Kursaal	was	 the	name	of	 the	old	 casino	 inaugurated	 in	1921.	The	name	 came	 from	 the	Nordic	
denomination	 of	 Kur(cure)	 and	 Saal(saloon	 or	 space),	 so,	 the	 space	 of	 cures.	 The	 first	 building	






and	 thus	 brought	 the	 Republic	 into	 the	 political	 reality	 of	 the	 country.	 The	 era	 of	 the	
Second	 Republic	 converted	 San	 Sebastian	 into	 a	more	 administrative	 city	 rather	 than	 a	
bourgeois	destination.	
Shortly	 after	 the	 foundation	 of	 the	 Second	 Republic,	 the	 Civil	 War	 broke	 out	 andon	
September	 13,	 1936,	 San	 Sebastián	 fell	 to	 the	 control	 of	 Franco’s	 nationals.	 Franco's	
regime	lasted	from	1939	to	1975	and	it	was	this	policy	that	determined	that	San	Sebastian	
would	 reflourish	 its	 role	 of	 a	 summer-centered	 city	 focused	 on	 tourists	 and	 their	
entertainment.	Suited	by	this	self-serving	policy,	Franco	maintained	a	summer	residence	
in	the	city78.		
Once	 the	 Civil	 War	 was	 over,	 an	 event	 called	Mes	 musical	 was	 created;	 	 later	 on,	 the	
original	name	was	 replaced	with	Quincena	Musical,	 its	headquarters	were	housed	 in	 the	
Kursaal	 Theater	 and	 later,	 in	 1940,	 relocated	 to	 the	 Victoria	 Eugenia	 Theater.	 This	Mes	
musical	consisted	in	a	series	of	music	performances	and	opera	concerts.	As	mentioned	in	
Bonet	&	Négrier	(2016,	p.	182)	this	can	be	understood	in	the	perspective	of	maintaining	
the	 status	 of	 San	 Sebastian	 as	 a	 summer	 city.	 The	 text	 describes	what	was	 summarized	
earlier:	 "The	Franco	dictatorship	supported	proposals	by	 those	 friendly	 to	 the	regime	to	
launch	 festivals	 of	 high	 artistic	 quality.	 This	 is	 the	 case	 for	 the	Quincena	musical	de	San	
Sebastián,	which	was	a	festival	created	in	1939,	at	the	end	of	the	Spanish	Civil	War.	[The	
event	is..]still	active	today."	The	performances	were	well-recognized	music	figures	of	high	




of	 the	 total	 of	 the	 province.	 This	 relative-imposed	 peace	 was	 disrupted	 with	 the	
appearance	 of	 ETA	 (Euskal	 Ta	 Askatasuna)79,	 a	 terrorist	 basque	 leftist	 and	 nationalist	








1968	 and	 2010	 killed	 829	 people	 and	 injured	 thousands.	 There	 are	 more	 than	 260	 imprisoned	
members	 of	 the	 group	 in	 Spain,	 France	 and	 other	 countries.	 They	 	 killed	 pro-Spanish	 unity	





of	 Franco's	 dictatorship	 perpetrating	 more	 assassinations	 during	 the	 beginning	 of	
democracy	 in	 1978.	 Thankfully	 in	 October	 of	 2011,	 and	 after	 multiple	 attempts	 and	
political	 processes,	 the	 society	 formed	 through	 citizen	 organizations,	 the	 International	






was	 a	 specific	 program	 which	 pursued	 to	 bond	 the	 citizens	 and	 heal	 the	 remaining	
wounds.	The	event	helped	to	foster	an	international	positive	view	of	the	city.		As	a	result	of	
these	multiple	 facts,	San	Sebastián	has	shown	an	 increasing	 tourism	(Figure	5)	due	also,	
mainly,	the	multiple	stakeholders	interest	in	fostering	the	city	image.	However,	it	must	be	
said	 that	 since	 1907,	 San	 Sebastián	 has	 been	 considered	 as	 an	 important	 tourist	
destination	that	maintained	its	touristic	attractiveness	throughout	history.	Consequently,	





Source:	 Donostia-San	 Sebastian	 Turismoa	 (https://www.sansebastianturismoa.eus/es/;	 last	 visited	
10/11/2020)	
																																								 																					





















which	 is	consolidating	 its	model	every	year.	Moreover,	 the	main	stakeholders	of	 the	city	
included	 the	 City	 Hall,	 the	 Deputy,	 and	 a	 variety	 of	 Business	 associations	were	 and	 are	
interested	to	lengthen	the	tourism	season	of	the	city	through	events	which	extend	in	time	
the	 number	 of	 visitors.	 As	 it	 describes	 Figure	 6,	 the	 extension	 of	 the	 season	 is	 not	 only	













carries	 with	 it	 a	 stark	 contrast	 to	 the	 “sun	 and	 beach”	 assumptions	 of	 the	 Spanish	
coastline.	 As	 a	 consequence,	 the	 city	 is	 not	 as	 balmy	 as	 it	 is	 in	 the	 summer.	 Then,	 one	


















but	 nevertheless	 stimulate	 cultural	 tourism.	 Richards	 (2007)	 described	 a	 process	 of	
"festivalization"	in	which	festivals	are	produced	with	the	main	role	to	offer	a	spectacle	and	
also	 reduce	 the	 citizens	 to	 mere	 spectators.	 At	 the	 same	 time,	 he	 contrasted	 with	 an	
'opposite'	 process	 under	 the	 term	 "socialization	 of	 festivals"	 in	 which	 the	 festival	
promotes	community	participation.	These	 two	processes	might	be	mixed	and	reinforced	
one	with	 the	other.	The	process	of	 festivalization	 is	 thought	 to	be	behind	 the	 fact	of	 the	
prolongation	of	 the	 touristic	 season	 in	 the	 city	of	 San	Sebastian	 as	 a	 key	 strategy	of	 the	
different	public	institutions.	
This	intentional	festivalization	of	San	Sebastián	was	promoted	by	different	stakeholders	of	
the	 city	 and	 can	 be	 argued	 with	 use	 of	 several	 examples.	 In	 fact,	 there	 are	 five	 major	
festivals	of	 San	Sebastián	which	have	been	distributed	 throughout	 the	year,	namely:	 the	
Zinemaldia,	 Tamborrada,	 Jazzaldia,	 Semana	 Grande	 and	Quincena	Musical.	 The	 first	 is	 a	
class	 "A"	 cinema	 festival	 and	 is	 held	 in	 September.	 It	 was	 promoted	 during	 Franco's	










This	 festivity	 extended	 to	 a	 week	 and	most	 recently	 	 is	 a	 celebration	 organized	 by	 the	
different	neighbourhoods	which	organize	a	variety	of	 events	around	 the	 city.	These	 two	
festivals	are	still	 rooted	 to	 the	community	but	gained	 the	 interests	of	 tourists	 in	 the	 last	
decade	(Eustat,	2018).	






event	 to	 attract	 tourism.	 As	 mentioned,	Quincena	 or	Mes	musical	 began	 because	 of	 the	
interest	of	Franco's	regime	to	have	an	artistic	sympathy	with	those	who	share	the	views	of	
the	 	 regime	 and	 later	 on,	 in	 the	 later	 ‘40s,	 included	 its	 force	 to	 attract	 tourists.(Artola,	
2000).	
The	Jazz	festival,	the	Quincena,	and	the	Cinema	festival	are	comprehended	as	a	whole	for	
the	promotion	of	 international	and	national	cultural	 tourism	from	the	perspective	of	 the	
public	 administrations.	 This	 main	 objective	 was	 found	 in	 the	 in-depth	 interviews	
implemented	for	this	research	applied	for	this	research.	In	words	of	Denis	Itxaso	(DI),	the	
former	 general	 Gipuzkoa's	 deputy	 for	 Culture,	 the	 institutions	 understands	 the	 three	




have	 renewed	 and	 have	 seasonally	 adjusted.	 It	 is	 true	 that	 these	 festivals	 have	 a	 very	
summer	 identity,	 because	 the	 city	was	 positioned	many	 decades	 ago	mainly	 as	 a	 tourist	
destination,	 but	 that	 in	 view	 of	 its	 weather	 it	 has	 been	 forced	 to	 offer	 other	 types	 of	
alternatives.	(DI-26:27).	




matter	how	much	went	 to	 the	waters	of	La	Concha,	 the	ones	who	come	here	are	coming	
because	the	cultural	attractiveness."	(DI-27:14)	
These	words	are	confirmed	by	the	City	Hall	councillor	of	culture	in	the	interviews	of	the	
present	 research,	 Jon	 Insausti,	 who	 stated	 that	 the	 creation	 of	 the	 three	 festivals	 came	
from	the	interests	of	the	society	with	specific	objectives:	
In	 addition,	 the	 curious	 thing	 about	 the	 three	 festivals	 is	 that	 the	 three	 are	 born	 by	
initiatives	 promoted	 by	 civil	 society	 as	 we	 said	 before.	 Now,	 after	 many	 years,	 the	 City	







This	 strategy	had	positive	 results	 on	 the	 construction	of	 an	 image	of	 San	 Sebastián	 as	 a	
friendly	 city,	 with	 an	 attractive	 cultural	 life	 (Artola,	 2000).	 However,	 there	 is	 another	
important	element	within	 the	 strategy	of	 the	Spanish	and	Basque	government	 to	attract	
tourism	and	branding	strategy:	the	gastronomy	(Ruiz	de	Lera,	2012).	San	Sebastián	offers	
a	gastronomic	experience	not	only	because	of	the	high	density	of	restaurants	all	along	the	
city	but	 also	because	 is	 one	of	 the	 Spanish	 cities	with	more	Michelin	 stars81.	 In	 fact,	 the	
folkloric	 festival	 Tamborrada	 is	 based	 on	 the	 different	 drumming	 comparsas	which	 are	
organized	 by	 the	 gastronomic	 associations.	 There	 are	 140	 associations	 in	 the	 city	 and		
most	 of	 them	 linked	 to	 gastronomy.	 Furthermore,	 there	 exists	 a	 social	 bonding	 through	
gastronomy	 in	 the	Basque	country	 through	 the	 txoko,	a	special	place	where	 the	 families,	
the	friends	gather	together	with	traditional	food	(Hess,	2007).		
Gastronomy	constitutes	an	essential	element	of	 the	cultural	expression	of	San	Sebastian.	
Therefore	 it’s	 important	 to	mention	a	 clear	example	of	 this	 essence	 can	be	expressed	 in	
how	gastronomy	is	required	to	be	in	the	festivals.	The	presence	of	the	gastronomy	exists	























"ALTA"	 (October),	 Sagardoforum	 (November),	 Be	 veggie	 (December).	 There	 is	 also	 the	
season	of	sidrerias	at	the	end	of	January	until	the	end	of	April	in	which	they	offer	a	special	




variety	 of	 events	 encompassing	 the	 cultural	 traditions,	music	 and	 cinema.	 Secondly,	 the	
gastronomy	 offered	 throughout	 the	 year	 and	 presented	with	multiple	 variations.	 These	





This	 section	 focuses	 on	 the	 historic	 timeline	 of	 the	 festival,	 how	 it	 evolved	 and	 which	




















and	 eager	 to	 promote	 the	 festival	 in	 the	 city.	 The	 City	 Hall	 helped	 with	 an	 economic	
contribution	to	the	organization	of	the	festival	and	organized	the	first	festival	with	6	opera	
productions	 and	 3	 symphonic	 concerts.	 This	 edition	 took	 place	 between	 the	 16th	 of	
August	 of	 1939	 until	 the	 5th	 of	 September	 with	 the	 above	 mentioned	 productions,	




twentieth	 centuries.	 This	 can	 be	 explained	 with	 the	 multiple	 musical	 institutions	 and	
initiatives	that	appeared	or	were	appearing	in	San	Sebastián.	The	Municipal	Conservatory	
was	 created	 in	 1879;	 the	Orfeón	Donostiarra;	 the	 orchestras	 of	 the	 Grand	 Casino	 or	 the	
	
249	
great	 European	 artists	 who	 sought	 refuge	 during	 World	 War	 I	 at	 the	 Victoria	 Eugenia	
Theater.	Then,	 it	 can	be	understood	 that	 the	Mes	musical	 intertwined	 this	 tradition	with	
the	other	 interests	of	 the	organization	of	 such	a	 festival	 from	other	 stakeholders	 in	 that	
time.	These	stakeholders	were	the	hoteliers	and	merchants	of	the	city	who	were	wanting		
to	enrich	the	seasonal	offerings	to	tourists		of	the	summer	season.	After	this	first	edition,	
some	 complications	 caused	 a	 change	 of	 the	 venue	 and	 the	 organizers	 of	 the	 festival	
became	 the	Orfeón	 donostiarra.	 It	 was	 also	 renamed	 the	 festival	 as	 the	 "Gran	Quincena	
Musical	de	San	Sebastián",	or	 in	short	Quincena	Musical,	a	 festival	 for	 traditional	classical	
music	with	a	strong	accent	in	the	opera.	
7.2.2 Evolution	of	the	festival	
Opera	and	it’s	splendor,	 the	great	 	protagonist,	was	celebrated	in	San	Sebastián	until	 the	
late	60s,	when	political	upheavals	and	new	tourist	uses	resulted	in	difficult	times	for	the	
Quincena.	 During	 this	 first	 period,	 the	 close	 relationship	 between	 the	 dictatorships	 of	
Mussolini	and	Franco	helped	Quincena	with	orchestras	and	artistic	productions.			
In	the	50s,	their	complicated	“collaboration”	sponsored	projects	that	hosted	International	




of	 the	 festival,	 restructured	 the	 organization	 and	 began	 its	 recovery	 (Artola,	 2000;	 La	
Quincena,	26).	Later	on,	 in	1991,	 the	 festival	became	a	private	company	shared,	 in	equal	
shares,	by	 the	City	Hall,	 the	Provincial	Council	of	Gipuzkoa	and	 the	Basque	Government.	
Along	with	that,	Quincena	became	part	of	the	European	Association	of	Festivals,	which	led	
to	 the	recognition	of	 its	 impact	 internationally.	Moreover,	 in	 the	artistic	perspective,	 the	





























Source:	own	elaboration	based	on	 data	 from	the	 three	official	websites	of	 the	 festival	 ,	Kursaal	and	Victoria	
Eugenia.	(last	visited:	10/11/2020)	








Sebastian.	 In	 2020,	 due	 the	 pandemic,	 the	 festival	 was	 celebrated	 with	 a	 reduced	
																																								 																					





programm	 and	 showed	 the	 resilience	 of	 a	 rooted	 festival	 in	 the	 city	 with	 local	 artists	
performing.		
In	 recent	 years,	 there	 has	 been	 a	 strong	 relation	 with	 the	Orfeon	Donostiarra,	 not	 only	
because	of	the	historic	link	between	the	Quincena	and	the	institution	but	also	because	they	
have	 the	 label	 of	 a	 prestigious	 choir	 and	 a	 sign	 of	 pride	 for	 San	 Sebastián	 due	 to	 their	




important	 links	 with	 the	 media	 and	 there’s	 been	 a	 long	 relationship	 with	Diario	 Vasco	
(DV).	DV	has	been	the	main	voice	 in	printed	communication	 in	San	Sebastian	since	1934	
(Checa,	1989).	The	projects	have	 found	 support	 in	 alliances	 and	with	 relationships	with	
the	local	television	broadcaster	EitB88;	Radio	Nacional;89	and	cadena	SER90	as	well	as	with	





a	 variety	 of	 audiences	 and	 to	 have	 a	 large	 visibility	 within	 the	 Basque	 Country	 and	 in	
Spain.	The	distribution	of	the	festival	in	different	venues	contributed	to	have	an	extensive	




Gipuzkoa	Provincial	 Council,	 and	 the	Basque	Government.	Their	 economic	 contributions	
aid	 in	the	management	of	 the	8	members	team	which	 is	also	 financed	by	the	Ministry	of	
Culture.	 	 The	 total	 budget	 has	 in	 the	 last	 several	 years	 received	more	 than	 half	 of	 their	











Table	 31(below)	 describes	 the	 percentages	 of	 the	 contribution	 to	 the	 income	 of	 the	
different	sources	forecasted	in	their	annual	budgets.	Although	the	income	statement	at	the	
end	 of	 each	 year	 is	 not	 presented	 in	 their	 web	 of	 transparency,	 their	 data	 shows	 the	





	 2015	 2016	 2017	 2018	 2019	
Public	fundings	 47%	 49%	 53%	 53%	 55%	
Ticket	audience	 36%	 33%	 33%	 33%	 32%	
Sponsors	 17%	 19%	 14%	 14%	 12%	
Source:	own	elaboration	on	the	basis	of	their	annual	budget91	
The	evolution	of	the	economic	results	of	the	Quincena	in	these	last	five	years	had	negative	
results	which	were	against	 the	 accounting	 reserves	 gained	with	 the	previous	years.	The	
following	 graphic	 describes	 how	 the	 income	 has	 decreased	 over	 the	 last	 five	 years	 and	
how	diminished,	as	well,	 the	accounting	reserves.	The	unique	way	out	for	these	negative	























Hypothetically	 –	 there	 is	 no	 data	 available	 –	 the	main	 drop	 down	 could	 come	 from	 the	
consequences	of	the	global	crisis	of	2008.	The	drastic	changes	of	the	past	resulted	in		less	
income	 for	Quincena	from	two	sources:	 the	audience	and	the	governmental	subventions.	
In	 addition,	 in	 2011	 the	 VAT	 increased	 from	 8%	 to	 21%	which	 also	 affected	 the	 global	
participation	 of	 the	 festival	 and	 generated	 a	 pessimistic	 view	 over	 the	 consumption	 of	
culture.	However,	 the	 negative	 results	 repeated	 and	were	 reinforced	 by	 the	 drop	 of	 the	
subventions	 of	 the	 Ministry	 of	 Culture	 in	 2013	 due	 to	 the	 crisis	 and	 the	 policies	 of	 no	
financial	support	to	the	culture.	 In	addition,	 the	three	main	sources	of	 income	(City	Hall,	
Gipuzkoa	 Council	 and	 Basque	 Government)	 frizzed	 their	 contributions	 to	 the	 festival.	
However,	 these	 turn	off	 of	 the	 contributions	 affected	poorly	 to	 the	 audience	 in	 the	next	
year	 (2014).	 The	 director	 explained	 this,	 in	 an	 interview	 after	 the	 evaluation	 of	 2013	
edition:	
I	 have	 the	 impression	 that,	 in	 part,	what	 has	worked	 has	 been	 the	 decline	 in	 supply.	 As	
there	 have	 been	 several	 days	 without	 major	 symphonic	 concerts,	 people	 have	 been	






"there	 (in	 the	crisis)	 I	 contributed	 through	my	contacts	with	other	managers	of	different	
European	 and	 North	 American	 orchestras.	 We	 seeked	 to	 save	 costs	 with	 the	 direct	
relationship	between	festivals	and	we	got	it,	especially	with	public	musical	institutions".93	
Apparently,	while	 the	 income	of	 the	public	 fundings	has	 increased	 	between	2017-2019,	
the	 income	 of	 the	 ticket	 sales	 was	 irregular.	 The	 behaviour	 of	 the	 audience,	 in	 the	
recurrent	after-festival	yearly	reports,	may	be	showing	some	inconsistencies	related	to	the	












time,	 it	might	 be	 another	 explanation	 related	 to	ETA.	Between	2009-2011	 there	was	 an	
increase	 that	 may	 be	 related	 with	 the	 disarmament	 of	 the	 terrorist	 group	 ETA.	 As	
mentioned	 by	 Jon	 Insausti,	 the	 City	 council	 responsible	 of	 culture	 in	 the	 in-depth	
interviews	held	by	this	research:		
"You	see	from	2011,	when	ETA	says	 it	 is	no	 longer	going	to	arms,	even	if	 it	 is	still	active.	
Graphics	shoot	up!".	(JI,	23:52)	
Another	 relevant	 point	 might	 be	 the	 year	 2016,	 there	 was	 a	 little	 drop	 which	 may	 be	
linked	 with	 the	 Capital	 of	 Culture	 provoking	 an	 over	 programming	 of	 cultural	 events.	
Consequently,	this	resulted	in	a	saturation	of	the	cultural	offerings	for	the	audience.	Lastly,	
in	2017	the	VAT	was	reduced	and	provoked	an	upturn	of	the	participation.	Nevertheless	it	
should	 be	mentioned	 that	 the	 data	 analysed	 is	 taken	 from	 the	 official	website	 in	which	
some	 biases	 can	 interfere	 for	 the	 sake	 of	 internal	 or	 external	 pressures	 provoking	 the	
inconsistencies	mentioned	above.	In	order	to	have	further	analyses	it	has	been	drawn	the	
polynomial	 linear	 extrapolation	 which	 might	 describe	 a	 tamed	 decreasing	 in	 the	 last	
decade	with	an	increasing	tendency	on	the	audience.	Finally,	although	no	data	is	available,	






dependent	on	two	key	economic	 factors:	 the	contributions	of	 the	 four	public	 institutions	
and	 the	 audience.	 The	 festival	 is	 in	 a	 weak	 position	 if	 facing	 future	 crises	 because	 the	
declines	 in	 the	 income	have	almost	 consumed	all	 the	accounting	 reserves.	However,	 the	














Furthermore,	 the	 context	 of	 increasing	 tourism	 with	 the	 long	 tradition	 of	 the	 festival	
combined	 with	 the	 strong	 relations	 between	 prestigious	 artistic	 and	 educational	














cycle,	 and	 the	 most	 relevant	 artists	 during	 the	 cycles.	 In	 this	 edition,	 it	 was	 set	 a	 new	
distinction	 called	 the	 "Opening	 day",	 which	 summons	 the	 first	 day	 of	 the	 festival.	 The	
distinction	of	 cycles	 is	 according	 to	 the	program	presented	 in	 the	official	website	of	 the	
festival.	One	of	the	highlights	of	the	festival	was	the	new	production	of	"The	Creation"	by	
























The	 communication	 strategy	 followed	 the	 same	 patterns	 as	 in	 other	 editions:	 digital	
campaigns,	press	conferences,	interviews	and	local	advertisements	in	the	most	prominent	
cities.	 This	 year's	 poster	 was	 designed	 by	 Juan	 Luis	 Goenaga	 a	 basque	 expressionist	
painter	 and	 followed	 the	 tradition	 of	 adding	 artistic	 content	 in	 the	 promotion	 of	 the	
festival.	 As	 informed	 on	 the	 official	 website	 of	 the	 festival	 "the	 Kursaal	 auditorium	 has	
registered	6	absolute	full	rooms	and	91%	occupancy	has	been	reached.	The	total	box	office	
collection	 amounts	 to	 952,000	 euros	 gross.	 Regarding	 the	 number	 of	 spectators,	 about	
37,000	attendees	enjoyed	the	different	proposals	of	this	79	edition.”94		
The	 festival	 collaborated	 with	 activities	 for	 the	 social	 inclusion95	and	 contributed	 to	




95	The	 EASO	 choir	 collaborated	 with	 the	 NGO	 Emaúl	 together	 with	 the	 aim	 to	 construct	 the	








collaboration	 with	 the	 Prado	 Museum	 and	 San	 Telmo	 Museum	 in	 San	 Sebastian,98and	
numerous	articles	informed	of	its	contribution.	
7.3 Final	considerations	
As	 introduced	 in	 the	 first	 section,	 this	 chapter	 presented	 the	 case	 study	 in	 which	 the	





through	 a	 variety	 of	 events	 and	 throughout	 the	 year:	 different	 festivals	 related	 to	 the	
cultural	 traditions,	 music,	 cinema,	 and	 gastronomy.	 These	 unique	 characteristics	 are	
remarkable	as	a	case	study	of	the	eventfulness	of	a	city	and	brought	more	layers	to	analyse	






was	 born	 thanks	 to	 the	 historic	 context	 as	 a	 summer	 city,	 but	 also	 to	 the	 interests	 of	
different	 stakeholders.	 Moreover,	 Quincena	 was	 a	 result	 and	 a	 witness	 of	 the	 musical	




interests	 in	 the	 organization	 of	 such	 a	 festival	 from	 the	 impulse	 of	 the	 hoteliers	 and	
merchants	of	the	city	which	wanted	to	enrich	the	tourist-centred	offerings	in		the	summer	
season.		
The	 latest	planning	of	Quincena	 consisted	 in	 ten	cycles	which	contained	 	music	 concerts	
and	 workshops	 for	 children	 and	 other	 varied	 activities	 related	 to	 music.	 This	
																																								 																																								 																																								 																																								 																		
97 	Eitb,	 the	 basque	 television	 informed	 about	 the	 festival	 in	 multiple	 times:	
https://www.eitb.eus/es/cultura/musica/videos/detalle/5824281/video-concierto-clausura-79a-
quincena-musical-san-sebastian/	






well-constructed	 network	 of	 partners	 throughout	 the	 eighty	 years	 of	 existence	 not	 only	




the	 events	 of	 the	 festival	 took	 place	 in	 August	 (to	 2th	 until	 the	 25th).	 The	 most	
representative	 venues/cycles	 in	 number	 of	 participants	 are	 the	 Kursaal,	 the	 Victoria	












test	 cases	 and	 the	 previous	 research	 analysis	 of	 a	 private	 consultancy	 in	 2015.	 This	
previous	 analysis	 helped	 to	 establish	 the	 basis	 of	 the	 collection	 of	 the	 data	 in	 the	 case	
study.	On	this	basis,	this	chapter	aims	to	identify	the	relevant	aspects	of	the	adaptation	of	
the	CIPE	due	to	the	application	of	the	gathering	methodologies	explained	in	chapter	6	 in	
the	 case	 study;	 as	 well	 as	 to	 understand	 the	 data	 emerged	 from	 the	 application	 of	 the	
model	 in	Quincena;	 and	 finally,	 to	 contrast	 the	data	 collected	with	 the	 statements	of	 the	
hypotheses	of	research.		
The	 following	 two	 sections	 presents	 the	 description	 and	 interpretation	 of	 the	 data	
collected	from	the	survey,	the	interviews	and	the	visual	&	digital	ethnography.	Then,	the	
fourth	 section	 (8.4)	highlights	 and	mixes	 the	 relevant	data	 from	 the	 surveys,	 interviews	
and	 the	visual-digital	 ethnography	presented	 in	 the	previous	 sections.	The	 common	and	
relevant	data	was	discussed	regarding	the	main	themes	of	this	research:	the	existence	of	
cultural	impacts,	specially	on	the	cultural	identification;	the	existence	of	emotions	and	its	




This	 application	 of	 the	 CIPE	 in	 the	 case	 of	 Quincena	 incorporated	 the	 adaptation	






















a) understand	 the	 organizers	 intentionality	 from	 the	 perception	 of	 attendant	 and	
from	the	perception	of	the	organizers	
b) understand	 how	 the	 cultural	 impact	 on	 the	 cultural	 identification	 is	 intensified	
through	emotions		
c) acknowledge	 relevant	 nuances	 of	 the	 experience	 of	 the	 festival-goers	 and	 the	
intentionality	of	the	organizers	not	considered	previously.	
4) Regarding	the	interviews	to	the	festival	organizers	it	included	the	analysis	of	different	
levels	of	 stakeholders.	The	experience	gained	 in	 chapter	6	helped	 to	understand	 the	
need	 to	 analyse	 different	 levels	 in	 order	 to	 identify	 different	 intertwined	
intentionalities	 from	 the	 different	 stakeholders	 composing	 the	 organization	 of	 the	
festival.		
5) The	visual-digital	ethnography	followed	the	rules	presented	in	chapter	6	but	with	the	




Therefore,	 this	 chapter	 contains	 the	 data	 analysis	 from	 the	 different	 methodologies	




three	 previous	 cases	which	were	 assessed	 in	 chapter	 6.	 This	 analysis	 shed	 light	 on	 the	






sampling	 in	 the	 Quincena.	 In	 appendix	 18	 is	 detailed	 their	 study	 which	 defined	 the	
following	 characteristics:	 more	 women	 (50,30%)	 than	 men(49,70%),	 the	 vast	 majority	
between	51	and	more	than	65	years	old	(70%),	almost	half	of	the	audience	came	from	the	
same	 city	 of	 San	 Sebastiana	 and	 finally,	 the	 26%	 were	 new	 audience.	 In	 addition,	 the	
majority	attended	concerts	in	Kursaal,	and	had	good	representation	in	the	Organ	cycle	and	
the	Quincena	andante.	
8.1.1 Application	 of	 the	 survey	 and	 quota	 sampling	 for	 the	 79th	 edition	 of	
Quincena	
In	Chapter	6,	quota	sampling	was	used	to	test	and	measure	respondents.	These	test	cases	
were	 conducted	 in	 an	 efficient	manner	 and	 the	 quota	 sampling	was	 carried	 out	 on	 the	
basis	of	the	population	of	the	near	cities.	 In	the	case	of	Quincena,	 the	construction	of	the	
quotas	could	be	done	on	the	basis	of	the	Ikertalde	analysis	which	brought	a	more	reliable	
source	 for	 the	 sampling.	 The	 criteria	 of	 quota	 sampling	 selected	was	 in	 three	 variables:	
gender,	age,	and	the	concert	attended	within	the	festival.	Since	the	focus	of	the	research	is	
on	the	impact	on	the	cultural	identification	in	the	context	of	a	live	musical	experience,	the	
identitary	 elements	 of	 gender	 and	 age	 were	 considered	 essential.	 Another	 relevant	
element	of	the	research	is	the	emotions	elicited	by	music,	thus	the	variety	in	the	concerts	
attended	can	enrich	the	sample.	The	following	section	describes	the	quotas	of	the	sample	
in	 our	 research	 study	 in	 2018.	 As	 data	 shows,	 the	 quotas	 respect	 almost	 perfectly	 the	
quotas	from	Ikertaldes	analysis	presented	in	the	previous	section.	
The	next	graphic	represents	the	quotas	of	 the	variables	gender	and	age	from	the	sample	
took	 in	 this	 research.	As	 in	 the	previous	research,	 there	are	more	women	 than	men,	 the	
vast	majority	are	 in	between	45	years	and	65	 (or	more)	years	old.	 In	each	variable	 it	 is	
described	the	percentage	of	each	characteristic	in	Figure	9.	
																																								 																					























composing	 the	 festival	 of	 Quincena	 Musical	 following	 the	 quotas	 of	 the	 analysis	 of	 the	
cultural	 consultancy	 Ikertalde	 (2015).	 The	 author	 distributed	 the	 surveys	 giving	 them	



















motivate	 in	 the	 fulfillment	 rather	 than	 let	 the	 staff	 distribute	 them	 all	 over	 the	 venue.	
Moreover,	the	author	stayed	during	all	the	concerts	and	collected	the	surveys	at	the	end	of	
the	 concert.	 This	 circumstance	 helped	 to	 let	 the	 respondents	 ask	 questions	 during	 the	
pauses	 or	 before	 the	 collection	 of	 the	 surveys.	 The	 distribution	 of	 the	 surveys	 in	 the	
venues	 followed	 the	 quotas	 but	 with	 no	 preference	 of	 the	 type	 of	 seats	 on	 the	 venue.	
Indeed,	the	author	picked	each	quota	 in	different	places	with	different	prices	 in	order	to	
avoid	possible	biases	depending	on	 the	 level	of	 income.	The	potential	 respondents	were	
asked	 to	 leave	 the	 surveys	 in	 their	 seats	 after	 the	 concert,	 to	 fulfill	 the	 survey	 after	 the	
concert	and	to	ask	any	questions	before	the	starting	of	it.	
The	 total	 number	 of	 respondents	were	 350	which	 307	 fulfilled	 the	 form	 completely.	 As	
commented	 previously,	 the	 author	 helped	 the	 participant	 before	 the	 concert	 in	 the	
comprehension	 of	 key	 concepts	 –	mainly	 the	 concepts	 of	 Cultural	 identification	 and	 the	
Intense	Music	Experience	–		and	assisted	in	filling	the	survey	after	the	concert.		
8.1.2 Application	of	the	qualitative	methodologies	
From	 the	qualitative	perspective,	 as	 introduced	 in	Chapter	6,	 the	methodologies	applied	
were	 semi-structured	 interviews	 to	 festival-goers,	 to	 festival	 organizers	 and	 visual	 &	
digital	ethnography.	The	two	first	methodologies	gathered	data	concerning	the	experience	
of	 the	 participant	 and	 the	 objectives	 of	 the	 organizers	 aiming	 to	 contrast	 the	 data.	 The	




Ten	 interviews	 were	 gathered	 among	 the	 participants	 of	 the	 79th	 edition	 applying	 the	





The	 perspective	 of	 the	 interviews	 for	 the	 rest	 of	 the	 stakeholders	 of	 the	 festival	 was	
within,	 as	 mentioned	 in	 Chapter	 5,	 the	 analysis	 of	 the	 intentionality	 implied	 in	 the	




corpus	 constituting	 the	 perspective	 of	 the	 organizers	 and	 trustees	 of	 Quincena.	 At	 the	
completion	of	the	festival,	the	interviewer	set	a	meeting	with	each	of	the	organizers	of	the	
festivals	 and	 two	members	 of	 the	 Board	 of	 Trustees.	 Namely,	 they	were:	 Patrick	 Alfaya	
(Quincena's		director);	Denis	Itxaso	who	was	the	Deputy	of	culture	and	sports	of	Gipuzkoa;	
and	 Jon	 Insausti	who	 is	 responsible	 for	 culture	 in	 the	 City	Hall	 of	 San	 Sebastian.	 	 All	 of	
them	 were	 accessible	 and	 answered	 all	 kinds	 of	 questions	 during	 the	 interviews.	 The	
questions	of	the	interview	were	structured	in	three	main	blocks.	The	first	was	responsible	
to	gather	information	about	the	mission,	vision	and	organization	of	the	festival.	The	next	
concerned	 information	 about	 the	 cultural	 impact	 and	 the	 emotions,	 or	 all	 possible	
information	 related	 to	 their	 intentionality	 in	 these	 topics.	 The	 third,	 considered	 as	 the	
closing	section,	clustered	the	information	about	the	interviewed	and	the	characteristics	of	
the	interview.	The	complete	 interviews	can	be	found	in	Appendix	15	 	and	the	analysis	 is	
undertaken	in	section	8.3.2.	
Finally,	 the	 last	 qualitative	 method	 was	 the	 visual	 &	 digital	 ethnography	 which	 was	
thought	 to	gather	data	 to	 contrast	 the	perspective	of	 the	 information	of	both	 interviews	
and	surveys	to	the	festival-goers.	This	type	of	participant	observation	was	applied	in	the	
same	events	displayed	in	Table	4.	The	author	went	to	the	concerts	between	one	hour	and	
half	 an	 hour	 before	 the	 event	 in	 order	 to	 prepare	 the	material	 for	 the	 survey	 and	 took	
notes	and	photos	before,	during	and	after	the	event.	Appendix	16	exposes	the	application	
of	 this	 methodology	 on	 Quincena.	 During	 and	 after	 every	 event	 the	 author	 compiled,	
organized,	and	documented	additional	observations	of	the	events.	
8.2 Quantitative	results	
This	 section	 presents	 the	 descriptive	 analysis	 of	 the	 variables	 gathered	 through	 the	
survey.	The	aim	is	to	show	a	quantitative	overview	of	the	perceptions	of	the	participants	




main	parts.	 The	 first	 part	 gathered	 information	 about	 the	 socio-demographic	 and	 socio-
cultural	 variables.	 The	 second	 part	 	 gathered	 information	 of	 the	 cultural	 impact	 on	 the	
cultural	 identification	 in	 the	 four	 main	 variables	 of:	 existence,	 intentionality,	 rating,	
emotionality	 and	 intensity.	 The	 third	 part	 asked	 for	 information	 about	 the	 music	
	
265	
preferences	 through	 the	STOMP	 list	 of	music	preferences	developed	 in	Rentfrow(2012).	










Zentner	et	 al.	 (2008)	which	was	 a	 0.8	 Cronbach	 coefficient	 alpha	 in	 the	 9	 terms	 of	 the	
emotions	in	their	previous	studies.	In	the	case	study	it	was	again	performed	the	reliability	
analysis	 of	 Cronbach's	 coefficient	 alpha	which	 resulted	with	 0,81.	 As	 Aron	 et	 al.	 (2013)	
remarked	 in	 the	 reliable	 analysis	of	psychological	 studies	 a	 a	Cronbach’s	 alpha	between	
0.6	and	0,9	are	considered	good	results.	Finally,	the	data	regarding	the	music	preferences	
scale	was	also	tested	showing	a	0.8	coefficient.	These	last	results	showed	the	reliability	of	











was	argued	the	conceptual	 importance	of	 the	processes	 linked	to	 the	cultural	 identity	of	
the	 individual	 implied	 in	 the	 experience	 of	 the	 music	 festival	 or	 live	 music	 events.	
Furthermore,	in	chapter	6,	section	6.3.1.1.3,	it	has	been	demonstrated	that	this	impact	was	
considered	 more	 relevant	 among	 the	 others	 by	 the	 interviewed.	 Consequently,	 it	 was	
																																								 																					







As	 has	 been	 described	 previously,	 the	 variables	 of	 the	 cultural	 impact	 were	 existence,	
rating,	 intentionality,	 emotionality,	 and	 intensity.	 These	 variables	 described	 the	
perceptions	 of	 the	 festival-goers	 on	 the	 cultural	 impact	 on	 the	 cultural	 identification	
whether	it	existed	or	not,	whether	it	is	considered	to	be	positive	or	negative;	perceived	as	
intentional;	 related	 to	 the	 emotion's	 intensity;	 and	 describing	 the	 intensity	 in	 a	 scale	
between	1	to	5.	The	respondents	were	able	to	read	a	definition	of	this	impact	and	to	ask	
questions	 about	 the	 concepts	 to	 the	 author.	 As	 it	 might	 be	 shown	 by	 in	 Figure	 10,	 the	
independent	 variables	 describing	 existence	 of	 the	 cultural	 impact	 on	 the	 cultural	





Considering	 the	 variable	 "Intentionality"	 the	 59%,	 as	 described	 in	 Figure	 11	 considered	
















of	 the	music	 festival	organizers	without	going	 in	depth	 to	 terms	of	 this	perceived	or	not	
perceived	 intentionality	regarding	one	definition	of	 the	cultural	 impact.	As	 introduced	in	
chapter	1	 	(section	1.4)	the	analysis	of	the	perspective	of	different	 levels	of	stakeholders	
implied	 in	 the	 festival	 organization	 may	 help	 to	 the	 comprehension	 of	 the	 different	
objectives	 implied	 in	 the	 intentionality	 and	 its	 perceptions	 of	 cultural	 impacts.	 At	 this	
point,	 the	qualitative	data	gathered	through	the	interviews	to	the	festival	organizers	and	
festival-goers	 can	 help	 to	 contrast,	 correlate	 the	 perceptions	 and	 identify	 intentions	
through	common	topics.	Further	analysis	 through	qualitative	analysis	of	 the	data	will	be	
shown	in	the	next	section	in	order	to	have	a	better	understanding	of	this	issue.		

















you	 felt	 in	 the	 music	 festival	 affected	 the	 intensity	 of	 the	 impact	 on	 the	 cultural	
identification?"	 This	 question	 was	 set	 out	 in	 order	 to	 identify	 whether	 the	 relation	
between	 the	 intensity	 of	 the	 cultural	 impact	 and	 the	 emotions	 were	 considered	 by	 the	
festival-goers	 or	 not..	 As	 it	 could	 be	 seen	 on	 Figure	 13,	 data	 shows	 that	 the	 85%	of	 the	
respondents	 considered	 that	 emotions	 had	 an	 effect	 on	 the	 intensity	 of	 the	 Cultural	






The	 variable	 intensity	 of	 the	 cultural	 impact	 on	 the	 cultural	 identification	described	 the	
values	 showed	 a	mean	 of	 3,4	 points	with	 a	 standard	 deviation	 of	 1,028.	 The	 51%	 (158	




N	 	 307		 	
Missing		 	 43		 	
Mean		 	 3.440		 	
Std.	Deviation		 	 1.028		 	
Source:	own	elaboration	
Then,	 it	 is	 important	to	remark	that	86%	of	the	respondents	considered	the	existence	of	
this	impact,	almost	everyone	recognized	it	was	positive	and	more	than	half	considered	it	















of	 what	 they	 considered	 as	 the	main	 origin	 of	 emotions102,	 secondly,	 the	 existence	 and	
intensity	 of	 the	 emotions	 from	 the	GEMS-9103,	 and	 finally,	 the	 respondent	 answered	 the	
existence	 of	 Intense	 Music	 Experiences	 (IME;	 Schäffer,	 2014)104	and	 its	 categories.	 The	
selected	categories	of	the	IME	were	the	following	(as	argued	in	chapter	5,	section	5.2.2.2):	
oceanic	experiences,	visionary	restructuring,	anxiety	-	free	dissolution	of	the	I,	absence	of	
thoughts,	 mental	 reflection,	 ineffability,	 deep	 inner	 experience,	 affective	 dominance,	
sensitization	and	emotional	learning.		
In	addition	to	that	evaluation,	the	Emotional	Impact	allows	for	the	gathering	of	data	about	
the	 characteristics	 of	 the	 festival:	 number	 of	 assistants,	 place,	 date,	 typology	 and	music	
style.	The	 information	regarding	the	number	of	assistants	was	collected	 from	the	official	
website	 after	 the	 festival,	 as	 presented	 in	 chapter	 7	 (section	 7.2.4)	 in	 regard	 to	 their		
stated	total	of	37.000	attendees.	The	festival	took	place	between	the	2nd	and	the	25th	of	
August,	 it	 is	 a	 classical	 music	 festival,	 majorly	 in	 closed	 venues	 and	 the	 music	 style	 is	
sophisticated	music	 (according	 to	 the	 classification	 of	 Schäffer	 and	 Sedlmeier,	 2009)	 or	
Reflexive	and	Complex	 (according	 to	Rentfrow	and	Gosling,	2013).	These	characteristics	








102	They	 were	 selected	 from	 previous	 literature	 argued	 in	 chapter	 5.2.2.,	 namely:	 music,	 social	
experience,	 atmosphere	 of	 the	 festival,	 separation	 of	 ordinary	 life	 and	 experiencing	 newness	 or	
novelty.	
103	The	GEMS-9	corresponds	to	the	Geneva	Emotional	Music	Scale	which	is	the	scale	developed	in	
Zentner	 	et	al.	(2008)	with	 the	 following	emotions:	wonder,	 transcendence,	 tenderness,	nostalgia,	
peacefulness,	power,	joy,	tension	and	sadness.	It	is	furtherly	presented	in	chapter	3,	section	3.2.	








has	a	significant	(	𝜌 𝑏𝑜𝑛𝑓 <  0.001)	difference	between	the	rest	of	the	factors.		
When	 it	 comes	 to	 emotions,	 represented	 in	 Figure	 15,	 the	 most	 represented	 were	 joy	




















































One	 of	 the	 aims	 of	 this	 research	 is  to	 understand	 how	music	 festivals	 can	 mold,	 start,	
reinforce	 and	 influence	 processes	 related	 to	 the	 cultural	 impact	 of	 the	 cultural	
identification	 triggered	by	emotions	 felt	by	 the	 festival-goers.	A	quantitative	perspective	
can	evaluate	the	relation	between	the	cultural	impact	and	the	emotion	felt	by	the	festival-
goer	 relating	 the	 intensity	 of	 the	 cultural	 impact	 with	 the	 intensity	 of	 the	 emotional	




of	 intensities	of	emotions	 in	the	GEMS	list105	and	with	the	existence	of	 the	IME.	Table	35	
shows	 the	 correlation	 between	 the	 three	 independent	 variables.	 It	 was	 created	 a	 new	




105	As	 presented	 in	 chapter	 3,	 the	 GEMS	 is	 a	 scale	 developed	 and	 tested	 which	 can	 be	 used	 in	
different	 constructions.	 It	 was	 selected	 as	 the	 GEMS-9	 containing	 the	 following	 nine	 emotions:	
wonder,	transcendence,	sadness,	tension,	joy,	peacefulness,	tenderness,	nostalgia	and	power.	
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The	 results	 in	Table	35	showed	a	 considerable	 correlation	between	 the	variables.	These	
results	demonstrate	a	valid	correlation	between	the	values	of	the	means	not	only	because	
they	confirmed	the	relation	stated	in	the	hypothesis	but	also	because	of	the	significance	of	
this	 correlation.	 Furthermore,	 this	 consistency	 can	 be	 validated	 again	 with	 another	
correlation	 implying	 the	 existence	of	 the	 cultural	 impact	with	 the	question	 in	which	 the	
respondents	related	the	cultural	 impact	 intensity	with	the	emotions.	As	presented	 in	the	
previous	section,	85%	of	the	respondents	related	the	cultural	 impact's	 intensity	with	the	
emotions	 felt	 in	 the	 music	 festival.	 If	 a	 correlation	 exists	 between	 the	 variable	 of	





of	 the	 intensity	 of	 the	 cultural	 impact.	 There	was	 a	 significant	 relationship	 between	 the	
intensity	 of	 the	 impact	 with	 the	 intensity	 of	 emotions	 (𝛽 = 0,220 	𝜌 < 0,001)	 and	 the	
intensity	 of	 the	 impact	 with	 the	 existence	 of	 the	 IME	 (𝛽 = 0,161 𝜌 < 0.006).	 Therefore,	
these	different	relations	indicating	a	good	predicition	when	modelling	the	intensity	of	the	
cultural	 impact	 depending	 on	 the	 intensity	 of	 emotions	 and	 the	 existence	 of	 peak	
experiences	(𝑅2	=	10%).	Consequently,	it	confirms	that	the	more	intense	is	the	emotional	
impact,	the	more	intense	is	the	cultural	impact.		
The	 next	 subsection	 will	 analyse	 the	 influence	 of	 the	music	 preferences	 to	 the	 relation	
between	the	intensities	that	will	help	on	the	understanding	of		how	the	music	preferences	




















are	Hip-hop,	Electronic,	 and	Heavy	Metal.	As	a	 consequence	we	can	define	 the	profile	of	
the	preferred	music	of	 the	 festival-goers	which	will	be	defined	as	 these	 two	main	music	





only	among	 those	who	had	4	or	5	points	 in	 the	Classic	 and	 Jazz	music.	When	 these	 two	


































Then,	 the	 correlation	 is	 more	 relevant	 when	 we	 consider	 the	 "Sophisticated"	 profile	 in	
comparison	 with	 the	 general	 profile.	 As	 same	 as	 in	 the	 general	 case,	 a	 multiple	 linear	
regression	was	 used	 to	 analyse	 the	 relationship	 between	 the	 variable	 "Intensity"	 of	 the	
cultural	 impact,	 the	 intensity	 of	 emotions	 and	 the	 existence	 of	 the	 IME	 among	 the	
"Sophisticated"	 profile,	 wheter	 or	 not	 the	 scores	 of	 related	 to	 the	 emotions	 of	 the	
participant	were	good	predictors	(𝑅2	of	11%)	the	increase	of	the	intensity	of	the	cultural	
impact.	There	was	a	significant	relationship	between	the	intensity	of	the	impact	with	the	
intensity	 of	 emotions	 (𝛽 = 0,247 	𝜌 < 0,001)	 and	 the	 intensity	 of	 the	 impact	 with	 the	
existence	of	the	IME	(𝛽 = 0,176 𝜌 < 0.006).	Therefore,	these	different	relations	confirmed	
a	better	predicition	when	modelling	the	intensity	of	the	cultural	impact	depending	on	the	






way	 to	 acknowledge	 whether	 the	 concepts	 were	 understood	 or	 to	 see	 if	 they	 could	 be	











limitations.	 In	 the	 first	 topic	 –	 the	 intentionality	 perceived	 –	 of	 analysis	 is	 it	 obvious	
because	the	data	gathered	through	the	surveys	only	shows	the	perception	of	the	attendant	
(as	 analysed	 in	 section	 8.2).	 There	 is	 then,	 a	 contrast	 with	 the	 perspective	 of	 the	
organizers	and	this	may	complement	this	observed	data.	The	second	topic	–	regarding	the	
relation	between	the	cultural	impact	on	the	emotions	–	could	be	described	better	through	
qualitative	 data	 because	 it	 implies	 perceptions	 of	 the	 emotions	 intertwined	 with	 the	
process	of	 development	of	 the	 cultural	 identity	of	 the	 attendant.	 Likewise,	 the	 emotions	
could	 be	 further	 described	 through	 the	 explanations	 of	 the	 experiences	 of	 the	 festival-
goers.	
Two	 qualitative	 data	 gathering	 methodologies	 were	 applied:	 structured	 interviews	 to	
festival-goers	of	Quincena	Musical	and	to	festival	stakeholders	of	the	same	festival,	and	the	
visual-digital	ethnography108	which	can	describe	the	experience	of	the	music	festival	from	
the	 ground.	 However,	 the	 visual	 &	 digital	 ethnography	 was	 thought	 as	 a	 contrasting	
methodology	 in	 order	 to	 validate	 the	 data	 through	 the	 triangulation	 of	 methodologies.	
Therefore	it	is	understood	that	the	survey	collected	quantitative	information	which	would	
be	 refined	 by	 the	 information	 gathered	 through	 the	 interviews	 and	 finally,	 the	 visual-
digital	ethnography	would	contrast	the	overall	experience.	
The	 research	 compiled	 10	 interviews	 to	 festival-goers	 of	 Quincena	who	 participated	 in	
2018.	In	addition,	three	interviews	were	held	to	festival	stakeholders,	namely:	the	director	
of	 the	 festival,	 the	 Cultural	Major	 of	 San	 Sebastian	 and	 the	 Cultural	Deputy	 of	 Gipuzkoa	
which	 were	 implied	 in	 the	 organization	 of	 this	 year's	 festival.	 These	 three	 individuals	
represent	 different	 levels	 of	 the	 organization	 of	 the	 festival.	 These	multiple	 evaluations	
were	thought	in	order	to	integrate	the	conclusion	of	chapter	6	(section	6.4.1)	to	integrate	
more	 levels	 of	 analysis	 in	 the	 intentionality.	 Finally,	 the	 researcher	 applied	 the	 visual-
digital	 ethnography	during	 the	 festival	 of	Quincena	between	 the	2th	 and	22th	of	August	
which	 described	 the	 experience	 with	 an	 extense	 descriptive	 text,	 pictures	 and	 selected	
information	from	the	social	networks.		
The	 data	 collected	 from	 these	 three	 methodologies	 was	 analysed	 through	 a	 qualitative	







sub-hypotheses	 presented	 in	 chapter	 4	 and	 discovering	 other	 elements	
constructing	the	experience	of	the	music	festival.		
2. The	rules	of	 inference	established	the	main	supercategories	containing	the	topics	
of	 the	 rule	 under	 the	 names:	 "Cultural	 Impact	 on	 the	 cultural	 identification",	 "	
Emotions",	"Relation	between	Emotions	and	Cultural	Impact",	"Intentionality"	and	
for	all	other	topics	"Side	Elements".		
3. The	 author	 coded	 the	 interviews	 in	 order	 to	 find	 recurring	 themes	 in	 the	 data.	
These	 topics	 came	 from	 the	 different	 discourses	 of	 the	 texts	 and	 generated	 the	
categories	 and	 subcategories	 related	 to	 the	 supercategories.	 Those	 codes	 not	
related	 to	 any	 category	were	 grouped	 under	 the	 supercategory	 "Side	 Elements".		
Thus	the	process	was	more	inductive	at	this	stage,	following	three	main	stages	for	
the	coding:	firstly,	anything	considered	important	was	coded;	secondly,	recurring	




4. An	 interpretative	 analysis	 was	 conducted	 to	 relate	 the	 subcategories	 and	
categories	with	the	supercategories,	 in	this	way	 it	 joined	the	definitions	from	the	
hypotheses	with	the	data.		
5. 	The	author	came	up	with	the	relevant	inferences	on	the	basis	of	the	relevance	of	
the	 different	 topics	 and	 developed	 the	 relations	 between	 the	 different	 concepts	
following	the	rules	of	inference..	
This	 coding	 process	 is	 developed	 in	 the	 appendixes	 11,	 12,	 &	 13	 and	 the	 following	
subsections	 will	 show	 the	 relevant	 data	 related	 to	 each	 of	 the	 methodologies.	 The	
interviews	were	 conducted	 in	 Spanish.	 The	 citations	 are	 here	 translated	 and	 presented	
with	 their	 specific	 reference	 which	 will	 be	 furtherly	 explained	 in	 each	 section	 of	 the	
methodology.		
The	 following	 three	subsections	will	 show	the	 information	 in	similar	 structure.	The	 first	
contains	 the	 description	 and	 interpretation	 of	 the	 interviews	 held	 to	 ten	 festival-goers	
selected	 from	 the	 audience	 of	 Quincena	 Musical.	 The	 second	 subsection	 presents	 the	
description	 and	 interpretation	 of	 the	 interviews	 to	 three	 chief	 stakeholders	 of	 the	
organization	of	the	music	festival.	Finally,	the	last	subsection	contrasts	the	data	from	the	
visual-digital	 ethnography	 with	 the	 data	 from	 both	 types	 of	 interviews.	 The	 completed	











more	 structured	 due	 to	 the	 refinement	 process	 after	 the	 analysis	 of	 the	 test	 cases.	










Identity.	 This	 includes	 questions	 about	 the	 intentionality,	 rating	 and	
elements	constituting	this	impact.	





the	construction	of	 the	cultural	 identity.	Questions	about	 the	cultural	
identity	and	the	perception	of	the	long-term	effect.	
Source:	own	elaboration.	




in	 the	 evaluation	 of	 the	 emotions	 then	 more	 effort	 should	 be	 made	 to	 not	 disturb	 the	
subjective	description	of	the	music	festival	experience..	
The	participants	were	 recruited	 through	 the	use	of	 the	 snowball	 sampling	method.	Two	
main	steps	began	the	process.	The	first	step	was		collaboration	with	the	festival	organizers	




subjects	 from	 the	 larger	 group	 of	 attendees:	 two	 women	 and	 one	 man	 were	 selected	
randomly	from	the	audience	who	participated	in	Quincena	and	were	willing	to	collaborate	
with	the	research.		
Ten	 festival-goers	 were	 interviewed,	 between	 23	 and	 67	 years	 old	 and	 with	 the	 same	




followed	 the	quotas	 established	by	 the	previous	 study.	Moreover,	 to	 ensure	high	 ethical	




Pseudonym	 Reference	 Age	 Gender	 Education	 Procedence	
Jonas	 J-1904	 24	 Man	 Psychology	 Usurbil	
Abril	 A-0904	 31	 Woman	 Communication	 Donostia	
Luna	 L-1704	 36	 Woman	 History	 Irún	
Peter	 P-1904	 43	 Man	 Musician	 Rentería	
Donald	 D-1104	 55	 Man	 Engineer	 Anglet	
Ofelia	 O-2802	 59	 Woman	 Economist	 Donostia	
Penelope	 P-2102	 65	 Woman	 Nursing	 Donostia	
Guillaum	 G-1903	 66	 Man	 Engineer	 Lesaka	
Aura	 Au-2104	 66	 Woman	 Nursing	 Tolosa	
Tim	 T-0904	 67	 Man	 Veterinary	 Lesaka	
Source:	own	elaboration	
Two	 technical	methods	were	 used	 to	 conduct	 the	 	 interviews,	 in	 the	 case	 of	 Ofelia	 and	
Penelope,	 face	 to	 face	 in	 informal	 contexts;	 the	 rest	 were	 done	 via	 telephone.	 The	











Hitters,	 2019;	 Hijmans,	 1996).	 The	 application	 of	 the	 process	 in	 the	 ten	 interviews	
followed	 the	 rules	 presented	 in	 the	 introduction	 of	 section	 8.2,	 but	 can	 furtherly	 be	
distinguished	in	two	main	ways.	The	deductive	process,	on	one	hand,	constituted	with	the	
concepts	 of	 the	 model	 of	 analysis 110 	which	 in	 turn	 established	 the	 main	 deductive	
supercategories.	 These	 categories	 are,	 namely:	 the	 cultural	 impact	 on	 the	 cultural	
identification,	 emotions,	 peak	 experiences,	 the	 relation	 between	 cultural	 impact,	 	 the	
emotions,	 and	 the	 intentionality.	 The	 inductive	 process,	 on	 the	 other	 hand,	 was	
constructed	 on	 the	 codes	 of	 the	 original	 answers	 that	 induced	 the	 content	 to	 these	
supercategories	 and	 generated	 one	 additional	 supercategory	 under	 the	 name	 "Side	






which	 are	 extensively	 explained	 in	Appendix	 11.	 In	 this	 section	 it	 is	 only	 presented	 the	
interpretative	 results	 of	 the	 content	 analysis	 focused	 on	 the	 objectives	 presented	 at	 the	
beginning	of	section	8.2.	
For	 the	 benefit	 of	 the	 reader	 in	 some	 cases	 it	 will	 be	 presented	 the	 translated	 codes	
directly	in	order	to	clarify	the	interpretations.	Each	code	follows	a	structure	of	citation:	the	
letter	(X)	corresponds	to	the	name	of	the	interviewed,	the	numerations	correspond	to	the	
date	 of	 the	 interview	 (DayMonth)	 and	 the	 final	 numeration	 is	 the	 minute	 within	 the	
interview.	 For	 example,	 if	 it	 is	 Tim,	 interviewed	 on	 the	 28th	 of	 february,	 cited	 in	 the	
minute	1,	then	it	will	be:	T-2802	(01:00)	or	(T-2802,	01:00).	
																																								 																					
110	The	 model	 of	 analysis	 CIPE	 relies	 on	 two	 main	 concepts.	 On	 one	 side,	 the	 perception	 of	 the	





This	 section	 presents	 the	 final	 interpretation	 on	 the	 theme	 or	 supercategory	
"intentionality"	after	the	content	analysis	applied	to	the	collected	interviews.	The	analysis	





The	 interviewees	 perceived	 specific	 objectives	 from	 the	 organizers	 of	 Quincena	 	 as	
measured	by	 	 several	 tangible	and	 intangible	elements	 in	 regard	 to	 the	 	management	of	
the	festival.	From	the	perspective	of	the	intangibles,	these	specific	objectives	were	related	
to	 three	main	 topics:	 to	 foster	 local	 culture,	 to	 inspire	 inspiration	 and	 appreciation	 for	
classical	 music,	 and	 to	 construct	 a	 city	 image.	 The	 first	 theme	 can	 be	 described	 with	 a	
specific	 description	 of	 Guillaum	 –	 a	 66	 years	 old	 informatic	 engineer	 from	 Navarre,	











It	helps	us	 to	catch	up,	and	 if	 there	are	 [basque]	composers	who	are	at	 the	 level	of	great	
names.	"	(O-2802,17:03)		














These	 features	 of	 the	 perceived	 intangible	 objectives	 were	 described	 from	 the	
interviewees	when	the	topics	of	intentionality	were	asked.	When	looking	at	main	themes	
that	 emerged	 and	 from	 the	 extensive	 descriptions	 in	 Appendix	 11,	 the	 perceived	
intentionality	related	to	the	cultural	impact	was	not	reduced	on	the	impact	of	the	cultural	
identification	 but	 instead	 on	 the	 impact	 on	 the	 information	 as	 described	 in	 Colombo	
(2016)112.	Therefore,	it	can	be	interpreted	that	the	perceived	cultural	impact	was	different	
when	 it	 was	 referred	 to	 the	 individual	 experience	 from	 attendant	 -	 which	 described	
mainly	different	processes	related	to	the	identity	development	which	will	be	presented	in	
the	 next	 sub-section-	 whereas	 when	 the	 description	 was	 on	 	 the	 intentioned	 cultural	
impact	of	 the	organizers	 from	the	perspective	of	 the	same	attendant,	 they	perceived	 the	
cultural	 impact	on	 information/exposure	 to	 culture.	This	 contrast	 should	be	understood	
as	 inclusive	 rather	 than	excluding	perceptions.	This	 simbiosis	of	 cultural	 impacts	 can	be	
interpreted	 as	 it	 is	 because	 the	 perception	 of	 the	 intentionality	 of	 the	 other	 cultural	
impacts	 existed	 simultaneously	 in	 different	 interviews.	 For	 example,	 Ofelia	 –	 who	
perceived	the	intentionality	of	the	spreading	music	by	the	organizers	–		also	perceived	the	
cultural	impact	on	cultural	identification.	In	her	words,	Ofelia	shares	this	observation	:	
"(Do	 you	 think	 that	 this	 cultural	 impact	 on	 cultural	 identification	 is	 intended	 from	 the	
direction?)	Well,	 I	 think	 it	does.	And	 if	not	 in	a	priority	way,	 they	create	a	space	 for	 that.	
Maybe	 they	 are	 not	 accomplishing	 it	 in	 every	 Quincena,	but	 I	 think	 they	 intend	 so."	 O-
2802(24:45)113	
																																								 																					
111	Ofelia	 referred	 in	 the	 same	 sense:	 "I	 think	 that	Quincena	 is	 quite	 open,	 and	 then	 it	 opens	 the	
proposals	a	lot	so	that	there	are	many	different	audiences	and	they	can	feel	integrated,	even	with	
the	youth	and	children	audience.	I	think	it's	nice	to	make	that	effort."	(O-2802,	20:20)	
112	The	 definition	 of	 the	 impact	 on	 the	 exposure	 to	 culture	was	 described	 in	 chapter	 1,	 "cultural	
impact	 in	 relation	 with	 the	 information	 about	 culture	 or	 cultures",	 and	 the	 item	 describing	 the	
impact	from	a	positive	subjective	perspective	was:	"I	am	exposed	o	a	variety	of	cultural	experiences	
through	the	community	festival".	(Colombo,	2016).	
113 	This	 simultaneous	 perception	 of	 different	 cultural	 impacts	 experienced	 and	 intentioned	




Consequently,	 the	 perception	 of	 the	 intentionality	 referred	 to	 the	 different	 cultural	
impacts	was	blurry	from	the	perspective	of	the	interviewee.	They	referred	simultaneously	
to	different	 intentioned	 cultural	 impacts	which	might	be	 interpreted	 in	 three	directions.		
The	first	observation	can	be	that	the	 	 impact	on	the	cultural	 identification	was	not	really	
pursued	by	the	organizers	and	then	there	cannot	be	any	perception	of	it.	The	second	rests	
with	the	observation	that	the	impacts	can	occur	simultaneously	without	any	intentionality	







can	 be	 understood	 as	 the	 simultaneity	 of	 different	 perceptions	 of	 different	 cultural	
impacts.	The	existent	 impacts	might	be	perceived	from	the	 interviewed	as	 intentional	or	
not,	and		also,	they	can	be	existent	with	or	without	any	intentionality114.	This	analysis	will	
continue	in	section	8.2.2	describing	the	pursued	objectives	of	the	organizers.	
The	 last	 intangible	 objective	 extracted	 from	 the	descriptions	of	 the	 interviewee	was	 the	
promotion	of	city	image	in	order	to	attract	cultural	tourism.	In	this	sense	referred	Tim,	a	
67	years	old	veterinary	passionate	for	classical	music:	









																																								 																																								 																																								 																																								 																		
21:40,	21:40,	23:09,	33:00,	21:40,	22:30)	and	also	the	impact	on	the	information	(J-1904,	15:14;	J-
1904,	20:23).		
114	This	 final	 interpretation	 might	 lead	 the	 analysis	 of	 the	 cultural	 impact,	 from	 a	 qualitative	
perspective,	 in	 a	more	holistic	 scope	which	 can	be	 translated	 to	 the	 analysis	 of	 the	 five	different	
cultural	 impacts	 all	 together	 and	 with	 a	 more	 general	 scope.	 This	 is	 in	 contrast	 with	 the	












topics:	 foster	 local	culture,	spread	music,	and	to	construct	a	city	pride.	These	 features	of	
the	 perceived	 objectives	 are	 in	 some	 cases	 perceived	 as	 clearly	 intentioned	whereas	 in	
other	themes	this	relation	was	not	clearly	stated.	Moreover,	some	interviewed	perceived	
differently	 the	 intentioned	 cultural	 impact	 in	 comparison	 with	 the	 experienced	 impact	
during	the	festival.	This	divergence	of	perceptions	may	lead	to	a	different	interpretation	of	
the	analysis	of	the	cultural	impact	evaluation.	




order	 to	attract	more	audience;	or	 	 the	 conservative	 strategy	which	 tried	 to	balance	 the	
programme	with	a	strict	control	of	 the	budget.	Finally,	 interviewees	noted	the	perceived	
will	 from	 the	 organizers	 to	 not	 lose	 the	 public	 subventions.	 Penelope,	 a	 65	 years	 old	
retired	Nurse	who	stated	very	clearly	this	idea	of	this	conservative	approach:	
"I	 think	 that	 Quincena	 is	 quite	 conservative,	 it	 seeks	 to	 have...I	 see	 everything	 is	 very	
conservative.	But	of	course,	when	they	put	something	that's	very	new,	there	are	four	of	us.	
I	have	the	impression	that	there	is	a	more	conservative	criterion."	(P-2102,	23:26)	
Similarly,	 other	 interviewee	 perceived	 the	 willingness	 to	 comply	 with	 the	 established	




The	 conservative	 strategy	perceived	was	also	manifested	 in	 the	artistic	programming	of	
the	organizers	as	something	stable	in	order	to	satisfy	their	audience.	Donald	–	the	55	years	
284	
old	 French	 aeronautical	 engineer	 –	 declared	 this	 balance	 between	 budget,	 the	 design	 of	
the	program	with	the	contentment	of	the	audience:		
"They	do	 look	 for	 some	stability,	 regularly,	 they	don't	want	 to	disappoint	 the	public"	 (D-
1104,	11:46)	
This	 was	 also	 supported	 by	 Luna,	 the	 33	 years	 old	 historian,	 when	 she	 expressed	 this	
perspective	of	not	taking	important	risks:		
"I	don't	know	if	they	risk	presenting	something	very	new	to	the	public."	(L-1704,	18:11).	
These	 considerations	 were	 interpretations	 garnered	 in	 the	 experience	 of	 the	 event	
attendees.	 In	 general,	 recognized	by	 the	attendees	was	 the	 conservative	direction	of	 the	
festival.	 	It	was	apparent	to	the	festival-goers	that	risks	were	avoided	in	programming	of	
the	festival.		The	perceptions	of	the	interviewees	on	tangible	objectives	described	specific	





of	 the	artistic	quality	or	 the	attached	costs	 to	have	good	musical	productions	during	 the	
festival.	As	April	–	a	31	years	old	cultural	journalist	and	choralist–	described:	






expectedly	 highly-educated	 audience	 member	 or	 from	 the	 perspective	 of	 an	




or	 artistically	 implied	 and	 consequently,	 they	 were	 with	 more	 knowledge	 of	 the	
organization	 in	 comparison	 with	 other	 attendants.	 These	 special	 implications	




Then,	 the	 interpretation	 of	 these	 codes	 has	 to	 be	 on	 the	 eyes	 of	 the	 interpreter	 or	
musician,	who	seeks	to	justify	the	artistic	work	and	to	support	this	type	of	event.	This	type	





comprehended	 that	 the	 local	 audience	 of	 the	 festival	 is	 also	 formed	 by	 local	 music	




These	 tangible	 objectives	 could	 be	 summarized	 in	 three	 main	 specific	 concepts:	 to	
program	well-known	pieces	and	artists	in	order	to	meet	the	expectations	of	an	established		
audience;	 to	 have	 a	 strategy	 to	 ensure	 	 the	 budgetary	 needs	 through	 	 and	 the	 public	
grants;	and	to	have		a	functioning		defined	pricing	strategy	to	attract	a	young	audience.	In	
general,	 the	 pricing	 of	 the	 concerts	was	 relatively	 high.	 To	 compensate	 this,	 there	were		
strategies	 applied	 to	 aid	 in	 the	 attraction	 of	 a	 younger	 audience.	 	 According	 to	 the	
interviewees,	 it	 was	 understood	 that	 the	 high	 price	 of	 the	 ticket	 reflected	 the	 high-
standards	of	the	festival	and	its	organization.					
In	 summary,	 the	 perceptions	 of	 the	 interviewed	 included	 tangible	 and	 intangible	
considerations	 of	 the	 intentionality	 of	 the	 organizers.	 In	 regard	 to	 the	 intangibles,	 and	
more	 specifically	 the	 cultural	 impacts,	 the	 observations	 garnered	 from	 the	 interviewed	





cultural	 impact	 descriptions	 during	 the	 experience	 of	 the	 festival	 and	 the	 results	 of	 the	
survey.	
8.3.1.2 Understand	 how	 the	 cultural	 impact	 on	 the	 cultural	 identification	 is	
intensified	through	emotions		
As	presented	in	Table	4,	at	the	beginning	of	section	8.2.1,	the	third	series	of	questions	of	
the	 interview	 were	 focused	 on	 the	 gathering	 of	 data	 related	 to	 the	 cultural	 impact	 of	
286	
cultural	 identification.	As	developed	 in	Chapter	6,	 the	 interview	guidelines	 focused	 	 	 the	
research	on	this	 impact	because	of	 its	relevance	demonstrated	 in	the	analysis	of	 the	test	
cases.	The	procedure	of	the	analysis	started	focusing	on	the	questions	regarding	this	topic.	
The	 interviewees	 and	 their	 responses	 guided	 the	 identification	 of	 the	 existence	 of	 this	
impact	and	described	this	with	several	codes.	Then,	as	explained	in	the	presentation	of	the	
content	 of	 analysis,	 these	 codes	were	 classified	 and	 joined	with	 common	 themes	 called	
categories.		
The	 categories	 describing	 specific	 terms	 of	 the	 impact	 were	 the	 following:	 identity	
development,	 identity	 enrichment,	 and	 cultural	 learning115.	 These	 categories	 described	
themes	 related	 to	 the	 cultural	 identity	 of	 the	 interviewees	 and	were	 assessed	with	 the	
elements	 of	 this	 cultural	 impact	 described	 in	 Colombo	 (2016).	 Not	 only	 can	 these	 be	
related	 with	 the	 elements	 of	 Colombo’s	 defined	 processes	 but	 also	 with	 the	 emotional	
processes	 implied	in	those	elements.	Therefore,	 these	two	descriptions	will	be	expanded	
in	 order	 to	 find	 this	 key	 relation	 for	 the	hypothesis	 of	 the	present	 research.	 In	 the	next	
paragraphs,	 the	 first	 stage	presents	 the	description	of	 the	emerged	categories	 related	 to	
the	 cultural	 impact	 on	 cultural	 identification.	 The	 second	 stage	 works	 with	 the	
relationship	of	these	with		the	categories	describing	the	emotions.	
Cultural	identification	









on	 many	 occasions	 during	 the	 concert	 and	 know	 what	 happens	 inside	 me.	 Therefore,	 I	
think	that	first	of	all,	it	helps	me	to	develop	as	a	person,	as	a	cultural	man."		(J-1904,	21:40)							
The	 second	 element	 categorized	 and	 related	 to	 the	 impact	 on	 the	 cultural	 identification	







defined	 in	 how	 the	 experience	 of	 the	 music	 festival	 contributed	 with	 specific	 cultural	
elements	to	the	identity.	This	enrichment	was	due	several	factors,	namely:	the	growing	of	
their	 music	 hobby,	 new	 music	 incorporation	 in	 their	 preferred	 music	 due	 to	 intense	





The	 third	 element	 related	 to	 the	 description	 of	 the	 cultural	 impact	 on	 the	 cultural	








"But	 I	 think	 it	 also	 educates	 us	 that	 such	 a	 festival	 exists,	 it	 also	 educates	 us."	 (P-2102,	
07:42).		





cultural	 elements.These	 processes	 can	 be	 listed	 as	 follows:	 process	 of	 the	 cultural-self	




different	 processes	 from	 a	 positive	 consideration.	 In	 two	 cases	 (Donald	 and	 Peter)	 the	




no	 impact	 enriching	 their	 identity	 or	 helping	 to	 develop	 any	 cultural	 skill.	 However,	 it	
might	 be	 argued	 that	 for	 them	 the	 cultural	 impact	 was	 of	 other	 type	 or	 in	 some	 way,	
unconscious.	 In	 the	 case	 of	 Donald,	 he	 said	 that	 participating	 in	 the	 festival	was	 like	 "a	
ritual"	 (D-1104	 ,34:02)	 and	 that	 he	 went	 every	 year	 to	 the	 festival	 and	 participated	 in	
every	event	he	was	able	(D-1104,	07:21).	These	statements	can	be	related	to	the	cultural	




"damn,	 it	 was	 very	 good.	 It	 was	 quite	 ...	 in	 that	 sense	 if	 you	 can	 have	 a	 point,	 not	 just	
technical,	have	a	little	more	step."	(P-1904,	12:20).		
Therefore,	 the	 cultural	 impact	 on	 the	 cultural	 identification	 can	 be	 mixed	 with	 other	
cultural	 impacts118	depending	on	 the	 individual	experiencing	 the	 live	music	event.	 In	 the	
words	of	Peter,	this	process	can	be	unconscious.		
Emotional	analysis	
From	 the	 emotional	 analysis,	 these	 three	 main	 processes	 related	 to	 the	 cultural	
development	 were	 intertwined	 with	 emotional	 considerations	 emerged	 from	 the	
interviews	 and	 joined	 under	 the	 supercategories:	 "Emotions",	 "Peak	 experiences"	 and	
"Relation	between	the	cultural	impact	and	Emotions".		
The	first	supercategory	("Emotions”)		identified	a	set	of	positive	emotions	related	mainly	
to	music	which	constitute	 the	main	core	of	 the	emotional	description	of	 the	 interviewed	
festival-goers119.	These	emotions	emerged	as		affected	by	previous	emotions	or	emotional	
states	 which	 were	 the	 previous	 mood,	 or	 the	 effect	 of	 the	 expectations	 on	 the	
experience120	by	the	festival-goer.	In	most	cases,		the	emotions	during	the	concerts	of	the	
festival	were	described	 as	positive	 emotions.	Generally	 speaking,	 the	 emotional	 positive	
consideration	 of	 the	 festival	 experience	 leads	 to	 add	 this	 positive	 consideration	 to	 the	
processes	 of	 identification	 described	 in	 the	 precedent	 paragraphs.	 This	 positive	
																																								 																					
118	This	coexistence	of	different	cultural	impacts	can	be	also	described	with	the	appearance	of	other	
cultural	 impacts	 in	 the	 development	 of	 the	 interviews.	Described	within	 the	 supercategory	 "Side	
Elements",	category	"Other	cultural	impacts"	in	appendix	11.	
119	These	 emotions	 appeared	 in	 the	 following	 statements:	 Jonas	 (J-1904,	 27:15),	 Abril	 (A-0904,	
13:57),	 Luna	 (L-1704,	 07:45),	 Ofelia	 (O-2802,	 43:02)	 and	 Penelope	 (P-2102,	 26:22).	 They	were:	






experience	 was	 also	 described	 in	 the	 second	 supercategory.	 	 The	 second	 category	 is	
labeled	 as	 	 "Peak	 experiences"	 and	 its	 focus	 centers	 the	 existence	 of	 special	 moments	
related	to	music.	These	experiences	can	be	related	to	the	concept	of	engagement121		due	to	
the	high	intensity	of	those	special	moments	with	music	or	those	absorbing	activities	that	
are	 relevant	 for	 the	 individuals	 well-being.	 Therefore,	 the	 festival	 experience	 contain	
elements	 which	 enhance	 a	 positive	 construction	 of	 the	 well-being	 through	 an	 engaging	
activity	and	through	positive	emotions122	implied	in	the	three	processes	described	above.		
This	 can	 be	 described	 by	 the	 description	 of	 a	 regional	 identification	 impling	 strong	
emotions	described	by	Ofelia:							
"Then	there	was	also	a	concert	with	the	Orfeón	Donostiarra,	a	concert	of	the	Lord's	Prayer	




This	 positive	 consideration	 of	 the	 experience	 can	 be	 also	 interpreted	 in	 terms	 of	
achievement	 or	 accomplishment	 because	 the	 experience	 helped	 to	 develop	 the	 cultural	
identity	 through	the	processes	described	previously.	These	processes	can	be	 interpreted	
as	a	personal	accomplishment	as	suggested	by	previous	works	of	Hand	and	Gresafi	(2015)	
in	which	described	 the	 joint	 accomplishment	between	 individuals	 and	 their	 interactions	
with	cultural	elements	of	their	context.	These	processes	added	new	music	preferences	to	
the	 interviewed123,	 reinforced	 music	 tastes,124	and	 enlarged	 the	 cultural	 pride	 of	 being	
member	of	such	a	cultural	community125.		In	that	sense,	the	festival	can	be	an	opportunity	
to	 develop	 personally	 and	 to	 grow	 culturally	 –	 or	 in	 other	 words	 –	 to	 achieve	 or		
accomplish	an	ideal	of	cultural	identity.		
Moreover,	 this	 last	 consideration	 can	 be	 complemented	 with	 the	 information	 labeled	
"Relation	 between	 Cultural	 Impact	 and	 Emotions"	 in	 which	 the	 interviewed	 Quincena	
expressed	the	relation	of	 the	cultural	 impact	on	the	cultural	 identification.	 In	 this	super-
category,	 the	 emotions	 are	 grouped	 by	 the	 different	 processes	 occurring	 in	 the	 festival	
experience.	 These	 processes	 were	 understood	 under	 the	 two	 categories:	 "Emotional	
																																								 																					










sense	of	 community,	 the	bonding	with	 regional	 culture,	 and	 the	consumption	of	 cultural	
goods	 due	 to	 the	 experience.	 The	 second	 refers	 to	 the	 concept	 of	 how	 the	 experience	
helped	 to	 conform	 to	 the	 music	 preferences	 and	 the	 interpreters	 effect	 on	 the	 music	








As	 a	 consequence,	 it	 can	 be	 understood	 as	 the	 festival	 experience	 as	 an	 opportunity	 to	
develop	culturally	powered	by	emotions	but	also	as	an	opportunity	to	feel	with	what	the	
festival-goer	 considered	 it	 is	 more	 identified.	 Both	 processes	 were	 described	 and	 may	
potentially	occur	 simultaneously	 since	 the	 cultural	 identity	of	 the	 festival-goer	has	been	
developed	all	along	of	previous	experiences	during	each	individual's	 life.	 It	was	reported	
by	 attendees	 that	 the	 emotions	 contributed	 to	 an	 intensification	 of	 the	 processes	 of	 the	
cultural	 identification	 implied	 in	 the	 music	 festival	 experience.	 As	 described	 by	 the	
interviewees,	 the	 sense	 of	 community,	 the	 enjoyment	 of	 the	 music,	 the	 bonding	 with	
regional	 culture	 or	 with	 new	 cultural	 proposals,	 the	 liking	 of	 specific	 interpreters,	 the	










to	 have	 a	 music	 festival,	 in	 that	 sense,	 music	 is	 the	 key	 element.	 As	 described	 by	 the	






festival	 came	mainly	 due	 to	music	 and	 therefore,	music	 can	 be	 understood	 as	 the	main	
source	of	positive	emotions	during	the	experience.	The	atmosphere	of	the	festival	and	the	
experience	of	being	separated	from	the	ordinary	life	can	be	a	source	of	enjoyment128.	The	
experience	 of	 these	 positive	 emotions	 joined	 with	 the	 other	 identitarian	 elements,	
described	 in	 the	 precedent	 paragraphs,	 constituted	 the	 festival	 as	 an	 opportunity	 to	






Then	 it	can	be	understood	the	relation	between	the	 impact	on	the	cultural	 identification	
and	 the	 emotions	 through	 different	 elements.	 These	 described	 elements	 helped	 to	
understand	the	processes	of	the	cultural	identification	intertwined	with	the	live	emotions	
and	 the	mutual	 intensification	between	each	other.	Finally,	 it	 revealed	 the	existence	and	
relevance	 of	 the	 cultural	 impact	 in	 the	 cultural	 identification	 through	 the	 existence	 of	
different	processes	linked	to	the	cultural	identity.	
Moreover,	 the	 importance	of	 the	cultural	 impact	evaluation	 is	not	only	demonstrated	by	
the	existence	of	a	set	of	cultural	identitarian	processes	but	also	because	of	the	description	
of	 more	 impacts	 by	 the	 interviewed 129 .	 The	 impacts	 of	 integration,	 tradition,	 and	
																																								 																					
128	Described	by	Ofelia	





fact	 strengthens	 the	 consistency	 of	 the	 CIP	 (Colombo,	 2016)	 model	 in	 the	 mission	 to	















to	 the	 experience.	 In	 addition	 to	 this	main	 topic,	 it	will	 be	 commented	 on	 and	 how	 the	


















This	 artistic	 quality	 was	 directly	 related	 to	 music	 through	 other	 statements	 which	




There	 were	 some	 interviewed	 that	 considered	 going	 to	 the	 festival	 because	 it	 was	 an	
occasion	to	meet	with	friends,	as	Luna	described:	
"a	social	event	point	or	sometimes	 to	support	 that	 festival	 that	you	 think	 it's	 right	 to	do,	
going	to	see	a	friend	you	know	who	has	participated".	(L-1704,	27:20)	
As	 interpreted	 in	Appendix	11,	 the	statement	of	Luna	 is	a	demonstration	of	 the	 fact	 that	
being	 an	 artist/interpreter	 may	 include	 other	 motivations	 to	 attend	 the	 festival.	 As	





"I	 attend,	 sometimes,	 the	 concerts	 where	 is	 playing	 some	 friends	 of	 mine".(P-
	 1904,04:43)134			





In	 short,	 the	 motivations	 for	 the	 interviewed	 had	 different	 levels	 of	 importance	 but	
connected	 thanks	 to	 music.	 They	 include	 the	 quality	 of	 the	 interpretation	 of	 the	 music	
pieces,	 the	music,	 and	 the	 pleasant	moments	with	music.	 It	was	 also	 relevant	 the	 social	
																																								 																					
131	As	 Abril	 commented:	 "Well,	 with	 the	 intention	 of	 seeking	 pleasure,	 I'd	 say".	 (A-0904,	 06:14).	











experience	 specified	 in	 different	 descriptions:	 firstly,	 the	 opportunity	 to	 meet	 with	
colleagues	and	friends	who	are	interpreters	of	the	festival;	and	secondly,	the	sharing	of	the	
music	 festival	 experience	 with	 others136.	 Indeed,	 these	 social	 elements	 were	 strongly	
related	 to	 music.	 Therefore,	 music	 was	 a	 common	 and	 central	 point	 of	 the	 different	
motivations	 to	 participate	 in	 the	music	 festival.	 They	 described	 the	 fact	 to	 enjoy	music	
itself,	 to	 enjoy	 with	 others	 music	 experiences	 and	 of	 course,	 because	 the	 pleasure	 of	
sharing	 the	 experience	 or	meeting	with	 others.	 The	 centrality	 of	music	 as	 the	 common	
ground	of	the	music	festival	experience	was	described	in	Chapter	2	with	the	summary	of	
Packer	and	Ballantyne	(2011)	in	their	model	of	the	experience	in	the	music	festival.	Then,	




paragraphs	will	 describe	 summary	only	 two	 themes	 that	 appeared	with	more	 relevance	
from	different	 interviews	 regarding	 the	number	of	descriptions.	The	 first	 regards	 to	 the	
description	 of	 the	 audience	 from	 the	 point	 of	 view	 of	 the	 interview;	 the	 second	
comprehended	the	long	term	effect	of	the	festival	on	the	lives	of	the	same.	
The	 description	 of	 themes	 related	 to	 the	 characteristics	 of	 the	 audience	 generated	 an	
important	set	of	codes.	Under	the	category	"Audience	description"	several	codes	described	
different	 themes	 on	 how	 the	 interviewed	 comprehended	 the	 characteristics	 of	 the	
attendants	of	Quincena.	These	 considerations	of	 the	 attendants	 among	 the	 audience	 and	
the	socio-cultural	profile	revealed	socio-cultural	characteristics	of	an	average	participant	





136	Here	 are	 not	 interpreted	 other	 subcategories	 appearing	 under	 this	 category	 because	 it	 was	
thought	they	were	marginal.	They	were	the	following:	Past	experiences	(developed	by	Aura,	Luna	
and	Penélope	who	demonstrated	they	attended	the	festival	thanks	to	their	parents	or	because	they	











to	 culture.	 In	 the	 contrary,	 appeared	 also	 negative	 characteristics143,	mainly,	were	 some	
interviewed	 who	 negatively	 perceived	 that	 some	 attendants	 participate	 in	 the	 festival	
because	he/she	wanted	to	show	off	or	pretend	during	 the	 festival144.	 	Furthermore,	 they	
perceived	a(high)	age	of	the	attendants145,	snobbery146	and	a	pretended	formalism	of	the	
audience147.		
These	 perceptions	 can	 be	 interpreted	 from	 different	 perspectives.	 From	 the	 positive	
perspective,	 the	 descriptions	 of	 the	 interviewed	 contained	 a	 general	 positive	
consideration	 of	 the	 profile	 of	 the	 attendant.	 What	 is	 more,	 the	 topics	 of	 description	
related	 to	 cultural	 elements	 of	 the	 cultural	 identity:	 the	music	 preferences,	 the	 cultural	
interests	or	 the	cultural	 sensitivity.	These	were	considered	positive	and	relevant	 for	 the	
profile	of	an	average	attendant.	These	descriptions	show	the	relevance	of	the	intangibles	
above	of	 the	 tangible	 elements	on	 the	descriptions	of	 the	profile	of	 the	 attendant	which	
can	be	interpreted	as	a	sign	of	the	relevance	to	analyse	how	the	attendance	on	the	festival	
may	 have	 an	 intangible	 impact	 on	 these	 or	 similar	 elements.	 However,	 from	 the	
perspective	 of	 the	 	 negative	 elements,	 they	 were	 concerned	 about	 the	 aging	 of	 the	
audience	as	a	bad	sign	for	the	future	of	the	classic	music	performances.		
The	 interviewed	 described	 intangible	 elements	 of	 the	 profile	 of	 the	 attendants	 which	
might	 be	 related	 with	 the	 perceptions	 on	 the	 impact	 on	 the	 cultural	 identification	
interpreted	in	the	previous	section.	As	mentioned,	they	described	the	intangibles	related	
to	a	cultural	affinity	regarding	music	preferences	and	interests	which	can	be	understood	
as	 relevant	 elements	 in	 relation	 to	 the	different	 processes	 previously	 described	 identity	
development,	engaging	with	regional	culture	or	to	reinforce	the	musical	tastes.		
The	 last	 theme	 of	 interest	 in	 the	 present	 interpretation	 is	 the	 analysis	 of	 the	 long	 term	















one	 hand,	 the	 long	 term	 effect	 of	 its	 attendance	 to	 the	 festival	 reinforced	 the	 love	 to	
continuously		listen	to	music:	
“[...The	 participation]	 helped	 to	 be	 aware	 that	 music	 has	 to	 be	 present	 in	 my	 life,	 to	 a	
greater	or	lesser	extent,	but	that	it	has	to	(J-1904,	29:56)148	
On	 the	 other	 hand,	 this	 effect	 in	 the	 individual's	 life	 had	 also	 an	 explanation	 due	 to	 a	
familiar	 tradition	 which	 helped	 to	 engage	 in	 the	 festival	 and	 the	 classical	 music.	 As	
described	by	April:	
"is	because	 it	 is	something	that	 I	 like	since	I	was	a	child,	 that	 I	have	always	received	and	




"because	 I'm	 very	 close	 to	my	mother.	 As	 she	 has	 always	 liked	 classical	music."	 (P-2102,	
30:17)	
It	seems	that	the	experience	of	the	festival	may	construct	a	long	and	strong	relation	with	
some	 of	 the	 interviewed.	 Not	 only	 related	 to	 music	 but	 also	 reinforced	 the	 personal	
interrelations	 with	 family	 and	 friends.	 This	 long	 term	 effect	 was	 described	 from	 the	
perspective	of	the	interviewed	and	described	deep	links	between	the	interviewed	and	the	
experience	 of	 the	 festival.	 These	 descriptions	 may	 contribute	 to	 consider	 that	 the	
intangible	 impacts	 of	 the	 music	 festival	 experience	 can	 have	 a	 long	 term	 effect	 on	 the	
individuals.	This	explains	and	reinforces	the	importance	to	evaluate	the	intangible	impacts	
of	the	music	festivals	in	order	to	comprehend	long	term	effects	on	the	individuals	cultural	
and	 social	 construction.	 The	 analysis	 of	 the	 long	 term	 effect	 of	 the	 participation	 in	 the	
Quincena	 should	 be	 analysed	 with	 a	 longitudinal	 study	 in	 order	 to	 evaluate	 how	 this	
interpersonal	 relations	 developed	 thanks	 to	 the	 festival	 experience,	 and	 also	 how	 the	
music	preferences	or	the	music	liking	has	changed	because	of	these	experiences.	
Summarly,	the	study	of	the	supercategory	"Side	elements"	helped	to	understand	nuances	
and	 details	 related	 to	 the	 experience	 of	 the	 interviewed.	 As	 commented	 previously,	 the	
																																								 																					




150	As	she	described	"	Well,	 look,	another	social	 that	 just	came	 to	me.	The	Arantzazu	concerts	 for	




analysis	of	motivations	deduced	 from	the	codes	of	 the	 interviewed	described	music	as	a	
common	and	central	point	to	participate	 in	the	music	 festival.	They	described	the	fact	to	
enjoy	music	 itself,	 to	enjoy	with	others	music	experiences	and	of	course,	 the	sharing	the	
experience	 or	meeting	with	 others151.	 In	 addition,	 the	 interview	described	 the	profile	 of	
the	 audience	 which	 revealed	 detailed	 socio-cultural	 interpretations	 of	 an	 average	
attendant	 of	 Quincena.	 This	 analysis	 showed	 concepts	 related	 to	 the	 cultural	 affinity	
regarding	music	preferences	and	interests	which	as	well	can	be	linked	with	the	processes	
of	 identity	development,	engaging	with	regional	culture	or	 to	reinforce	the	musical	 taste	
developed	 in	 section	 8.2.1.3.2.	 Finally,	 there	was	 stated	 a	 long	 term	 effect	 described	 as	
lasting	 legacy	 due	 to	 the	 participation	 of	 some	 of	 the	 interviewed	 in	 Quincena	 due	 to	
different	reasons.	
8.3.1.4 Summary	of	the	main	concepts	appeared	in	the	interviews	
The	 ten	 interviews	 helped	 to	 understand	 the	 specific	 objectives	 perceived	 by	 the	
interviewed,	 the	 description	 of	 the	 impact	 on	 the	 cultural	 identification	 in	 relation	with	
the	experienced	emotions	and	the	revealing	of	some	details	of	the	experience.	
From	 the	 interpretation	 of	 the	 intentionality	 perceived,	 the	 interviewed	 mentioned	
tangible	 and	 intangible	 considerations	 of	 the	 intentionality	 of	 the	 organizers.	 Especially,	
concerning	 the	 cultural	 impact,	 the	 perceptions	 specified	 different	 objectives	 from	 the	
organizers	 concerning	 the	 impact	 on	 the	 information	 described	 in	 Colombo	 (2016).	 As	
discussed	previously,	this	perception	requires	to	be	contrasted	in	the	next	section	with	the	
analysis	of	the	objectives	prosecuted	from	the	organizers	in	order	to	understand	how	the	
perceptions	meets	 the	real	 intentionality.	Moreover,	as	mentioned	 in	section	8.2.1.3,	 this	
difference	with	the	relevance	of	the	cultural	impact	on	the	cultural	identification	described	
in	 the	 quantitative	 data	 and	 selected	 in	 Chapter	 6	 as	 the	 more	 relevant	 for	 the	 music	
festival	experience	may	describe	a	simultaneity	of	different	cultural	 impacts	 in	 the	same	
event.	
From	 the	 interpretation	 of	 the	 perceived	 cultural	 impact	 during	 the	 experience	 of	 the	
festival,	 three	main	processes	were	 intertwined	with	 emotional	 considerations	 emerged	










the	 supercategories	 "Emotions",	 "Peak	 experiences,"	 and	 "Relation	 between	 the	 cultural	
impact	 and	 Emotions."	 The	 description	 of	 positive	 emotions	 demonstrated	 an	 overall	
positive	 consideration	 of	 the	 festival	 experience	 which,	 as	 consequence,	 helped	 the	
processes	 of	 identification	 described	 in	 the	 previous	 sections.	 This	 positive	 experience	
was	 also	 described	 in	 the	 second	 super-category	 "Peak	 experiences."	 This	 	 category			
demonstrated	the	existence	of	special	moments	related	to	music.	As	argued,	the	existence	




Elements."	 Firstly	 and	 as	 highlighted	 previously,	 the	 analysis	 of	 motivations	 revealed	
music	 as	 a	 common	and	 central	point	 to	participate	 in	 the	music	 festival.	 	 Secondly,	 the	
interview	 described	 the	 profile	 of	 the	 audience	 of	 Quincena	 related	 to	 tangible	 and	





As	 previously	 concluded	with	 the	 analysis	 of	 the	 interviews	 of	 the	 ten	 participants,	 the	
analysis	of	the	perceived	intentionality	from	the	attendee	can	be	complemented	with	the	









Hall	 of	 San	 Sebastian).	 These	 key	 organizers	 were	 accessible	 and	 answered	 all	 of	 the	







The	 questions	 of	 the	 interview	 were	 structured	 in	 three	 main	 blocks.	 The	 first	 was	
responsible	 to	 gather	 information	 about	 the	 mission,	 vision	 and	 organization	 of	 the	
festival.	The	next	block	gathered	information	about	the	cultural	impact	and	the	emotions,	
or	 all	 possible	 information	 related	 to	 their	 intentionality	 in	 these	 topics.	 The	 third,	
considered	as	the	closing	section,	clustered	the	information	about	the	interviewed	and	the	







their	 team,	 the	 responsibilities,	 the	 interest	of	other	 stakeholders,	 the	









The	 following	sections	describe	the	 interpretative	results	of	 the	content	analysis	applied	
in	 the	 3	 interviews.	 As	 done	 in	 the	 interviews	 to	 festival-goers,	 there	 were	 three	
preexistent	 supercategories	 which	 were:	 objectives,	 cultural	 impact,	 and	 emotions.	
Similarly	to	the	interviews	undertaken	to	festival-goers,	the	first	step	in	the	analysis	was	
the	 reading,	 coding	 and	 clustering	 classification	 of	 the	 codes	 for	 the	 three	 interviews.	
Secondly,	 the	 comparison	 of	 the	 categories	 of	 each	 interview	 in	 order	 to	 find	 similar	 or	
different	topics	of	interests	in	each	supercategory.	Thirdly,	when	some	topics	do	not	fit	in	
any	of	 three	main	categories	where	placed	 in	 "Side	elements".	As	a	 result	of	 this	way	of	
proceeding,	 the	 analysis	 may	 show	 the	 convergence,	 conflict	 or	 divergence	 of	 interests	
between	the	three	stakeholders.		
The	deductive	content	analysis	classified	the	themes	appeared	in	the	interviews	with	four	
main	 supercategories.	 The	 first,	 "Objectives",	 clustered	 the	 codes	 related	 to	 the	
descriptions	of	the	interviewed	regarding	their	specific	intentions	for	the	organizing	of	the	
300	
festival.	 The	 second	 supercategory	 was	 "Cultural	 Impact"	 which	 embraced	 the	 topics	
related	to	the	definitions	of	Colombo	(2016).	The	third	regard	to	"Emotions"	compiled	any	








intended	by	 the	 stakeholders	 interviewed.	As	 it	might	be	 found	 in	 the	Appendix	12,	 the	
objectives	 were	 split	 in	 different	 sections	 of	 the	 interviews	 and	 clustered	 in	 different	
categories	and	subcategories.		
Within	 the	 categories	appeared	and	clustered	 in	 "Objectives",	 the	 interviewed	described	
different	 tangible	and	 intangible	 targets.	Although	the	main	 interest	 is	on	the	analysis	of	
the	intangible	objectives,	one	remark	is	required	for	the	tangible	objectives			with	some	of	
the	 perceptions	 becoming	 known	 in	 the	 interviews	 to	 the	 attendants.	 It	 refers	 to	 the	
strategy	and	interest	of	the	stakeholders	to	gather	as	many	attendants	as	possible.		On	one	
side,	 the	 three	 interviewee	understood	the	 importance	 to	programme	the	 local	artists	 in	




"Of	course,	 to	 fill	 the	venue	is	necessary,	so	we	can	keep	the	festival	going.	You	either	do	
‘Pop’	 plays,	 Mahler's	 Fifths,	 Beethoven's	 Ninths,	 which	 are	 great	 pieces,	 or	 people	 don't	
come.	 Besides,	 I'll	 tell	 you	 one	 thing.	 Besides,	we	 are	 in	 a	world,	 that	 in	 everything,	 and	
when	 I	 say	 everything	 is	 everything.	 In	 politics,	 on	 TV...	 we	 are	 in	 a	 hyper-conservative	
world,	we	are	becoming	very	conservative	on	certain	issues."	(PA-00:20:10)	
As	 it	 has	been	mentioned	 in	 their	 interviews,	 the	programming	of	 the	 local	 artists	 is	 an	





"And	 choirs,	 they	 attract	 people,	 but	 not	 only	 that.	 It's	 the	 people!	 Because	 there	 are	 no	
professional	choirs	here,	they're	all	amateur	choirs	and	I	put	amateur	in	capital	letters,	but	
it's	like	this".	(PA-00:01:10)153	
"The	 good	 thing	 about	 these	 three	 festivals	 (Zinemaldia,	 Jazzaldia	 and	 Quincena)	 in	 the	
vision	of	the	city	is	that	they	have	a	local	consumer	audience.	That's	the	success	and	that's	
why	they're	so	well	received"	(JI-0:17:15)	





The	 three	 interviewed	understood	 the	 festival	 as	 a	 tool	 to	pursue	 intangible	 impacts	 on	
the	audience	related	to	culture.	There	is	an	accepted	understanding	of	the	festival	as	a	way	






the	 Jazz	 than	 that	 of	 the	 Quincena,	 because	 it	 offers	 cultural	 content	 for	 free"	 (JI-
0:35:00)155.	
As	data	shows,	these	statements	are	strongly	related,	and	are	similar	to	the	definitions	of	




153	As	 a	 consequence,	 he	 also	 preferred	 to	 programme	 the	 local	 artist	 in	 order	 to	 summon	more	
audience(PA-1:33:43),	this	idea	was	again	supported	by	Denis	Itxaso	(DI-0:23:15).	
154	In	 appendix	 12	 can	 be	 found	 a	 further	 analysis	 on	 the	 rest	 of	 objectives.	 Five	 main	 topics	









Another	 intangible	objective	related	to	 the	cultural	 impacts	definition	was	related	to	 the	
regional	identity.	This	impact	appeared	in	different	forms	or	stated	in	different	concepts.	
Taking	advantage	of	the	prestige	of	the	festival	to	promote	and	foster	regional	authors	or	




"We	 take	 advantage	 of	 these	 spaces	 or	 platforms	 and	 these	 festivals	 in	 case	 there	 are	









the	 Basque	 Country.	 This	 idea	 is	 reinforced	with	 the	 interest	 of	 cultural	 Deputy,	 Itxaso,	
who	insisted	in	expanding	the	festival	to	all	Gipuzkoa's	territory	through,	for	example,	the	
Quincena	Andante:	
"Another	 thing	 that	 the	 Provincial	 Council	 usually	 requests	 is	 that	 the	 programme	 not	 only	 be	
limited	 to	 the	 city	 of	 San	 Sebastian,	 but	 that	 it	 be	 consolidated	 in	 the	 Quincena	 Andante"	 (DI-
0:09:10)	
Moreover,	 this	 interest	 to	 link	 the	 regional	 identity	 to	 the	 classical	 music/quality	 it	 is	














In	 addition,	 there	 appeared	 more	 intangible	 interests	 related	 to	 culture	 or	 to	 the	
development	of	the	cultural	identity	of	the	attendees.	As	it	might	be	interpreted	from	the	
data	shown	 in	 the	Appendix	 	12,	 they	demonstrated	an	 interest	 to	educate	 the	audience	
which	 it	 can	 be	 understood	 to	 have	 an	 impact	 on	 the	 cultural	 interest	 and	 cultural	
curiosity	of	the	attendants.	As	Alfaya	stated:	
"I	think	that	what	we	have	to	do,	from	a	reading	taken	from	experience,	we	have	to	show,	
we	have	 to	 teach,	we	have	 to	 show	what	we	do,	we	have	 to	 take	 that	 step,	pedagogical."	
(PA-0:47:50).156		




Quincena	 does	 serve	 to	 offer	 an	 attractive	 tourist	 cultural	 offer,	 but	 we	 also	 want	 to	
educate	and	seek	new	audiences".	(JI-0:11:10).	
Therefore,	 these	 statements	 can	 be	 interpreted,	 again,	 as	 an	 interest	 to	 have	 a	 cultural	




interest	when	 they	 intended	 to	generate	a	 long	 term	 link	 to	 the	cultural	activities	of	 the	
city:	
"That	is,	beyond	that	if	it	generates	a	hobby	and	you	see	people	coming	in.	In	the	end,	I	see	




"I	 believe	 that	 the	 main	 cultural	 objective	 is	 to	 elevate	 the	 musical	 culture	 of	 the	




heterogeneous	 and	 complete	 audience,	 even	 if	 it	 is	 only	 classical	 music	 -	 although	 not	
everything	is	classical	music."	(DI-0:13:29).	
This	 intended	 effect	 can	 be	 interpreted	 as	 an	 effect	 on	 the	 cultural	 identity	 of	 the	
attendant,	to	construct	their	cultural	hobbies	or	their	cultural	tendencies.	Therefore,	it	can	













it	 is	 contained	 in	 the	 set	 of	 objectives	 of	 the	 organizer	 of	 the	 festival.	 Patrick	 Alfaya	






a	 local	 composer,	 in	 that	 way,	 the	 emotional	 identification	 was	 easy	 and	 was	 more	
effective.	Moreover,	this	emotional	was	described	to	arouse	with	national/regional	values:	
"That	was	 total	ecstasy,	 that	was	at	 the	end	of	 the	Quincena,	 and	suddenly	 there	was	 the	
Lehendakari,	 and	 suddenly	 we	 are	 told	 that	 the	 Lehendakari	 is	 coming...and	 the	




This	was	also	 commented	 in	 the	words	of	 Itxaso157	who	 reflected	 in	another	 festival	 the	
capacity	 of	 using	 these	 events	 as	 tools	 to	 emotion	 and	 produce	 an	 identification	 of	 the	
attendant.	The	both	referred	to	an	opportunity	to	construct	the	identity	pride	of	the	city	or	
to	 link	their	 identity	 to	a	certain	emotion.	Therefore,	 it	can	be	said	that	 the	elicitation	of	
positive	and	intense	emotions	is	pursued	for	the	organizers	of	the	festival.	
In	 short,	 among	 other	 objectives,	 the	 stakeholders	 interviewed	 demonstrated	 an	
intentionality	 to	 produce	 cultural	 impacts	 and	 to	 have	 an	 emotional	 influence.	 They	
showed	 an	 interest	 in	 exposing	 the	 attendants	 to	 classical	music	 or	 to	 different	 cultural	
manifestations	of	classical	music.	As	developed	previously,	they	intended	to	have	an	effect	
on	the	cultural	habits	and	cultural	preferences	of	the	attendants.	These	two	elements	are	
understood	 as	 the	 pursuit	 of	 cultural	 impacts	 on	 the	 information	 and	 the	 cultural	
identification	of	the	attendants.	Furthermore,	they	showed	an	interest	to	have	an	effect	on	
the	 attendant	 emotions	 to	 construct	 a	 unique	 experience	 for	 them.	 Actually,	 the	
descriptions	 of	 the	 intense	 emotions	 related	 to	 regional/national	 identification	 which	
reinforces	 the	 idea	 to	 pursue	 intense	 emotions	 in	 order	 to	 have	 a	 strong	 cultural	
identification.	
8.3.2.2 Nuances	of	the	analysis	
Although	 the	 structure	of	 the	 interview	was	 focused	on	 the	main	 topics	of	 the	 research,	
during	the	interviews	appeared	other	themes	which	are	matter	of	interest	on	the	present	
dissertation.	 These	 themes	 emerged	 from	 the	 analysis	 of	 the	 three	 interviews	 and	 they	
were	clustered	under	the	supercategory	"Side	Elements"	further	analysed	in	Appendix	12.	
This	 section	shows	some	relevant	nuances	 interpreted	 from	these	elements,	 it	describes	





the	 organization	 of	 the	 festival	 whereas	 Jon	 Insausti	 and	 Denis	 Itxaso	 had	 a	 political	




157	"It	was	 intended	to	generate	emotional	 involvement,	and	so	on.	And	 it	was	a	success,	really,	 it	
was	a	blast.	There's	a	very	strong	 identity	element	there,	 the	sea,	 the	boats."	(he	shows	me	some	
newspaper	covers).	DI-00:04:01.	
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"Patrick	 with	 his	 team	 leads	 the	 daily	 march.	 That	 is:	 programming,	 spaces,	 talks	 with	
sponsors,	private	 companies	all	 are	 led	by	his	 team.	The	Board	of	Directors	 can	approve	
things,	change	the	organization	chart,	 increase	the	budget	or	an	investment,	or	whatever.	
But	 the	 current	 expenditure,	 the	 daily	 life	 of	 the	 Quincena,	 is	 the	 Quincena	 entity	 by	
itself.".(JI-0:07:51)	
As	 said,	 this	 independence	 was	 interpreted	 as	 apparent	 for	 some	 reasons	 declared	 by	
Alfaya.	 From	 his	 point	 of	 view,	 he	 limited	 his	 own	 vision	 of	 the	 design	 of	 the	 artistic	
programme	 of	 Quincena	 due	 to	 the	 poor	 knowledge,	 the	 social	 prejudices158	and	 poor	
education	of	the	near	society	forcing	him	to	take	a	conservadurist	strategy:	
"But	 as	 a	 society,	 as	 a	 mentality	 we	 were	 much	 more	 open	 in	 the	 60s,	 it	 was	 an	
experimental	 society,	 more	 willing...right	 now	 we	 are	 all	 like	 that	 (it	 makes	 the	 sign	 of	
being	 scared).	 This	 brings	 me	 to	 the	 programming	 of	 the	 orchestras	 themselves.	 The	
orchestras	have	a	crisis,	the	festivals,	too...and	we	say,...Beethoven's	Novenas,	all	day	long,	
anything	to	sell	a	ticket."	(PA-00:23:00)		
Previously,	 this	 conservadurist	was	 considered159	from	 the	 perspective	 of	 the	 attendant,	
but	here	appeared	as	a	critical	 issue	regarding	educational,	political	decisions	and	social	
issues.	 	His	analysis	converges	to	a	conservadurist	strategy	 in	 the	programming	of	other	
institutions	which	program	classical	music.	Furthermore,	Alfaya	and	Insausti	 interpreted	




consumers.	 All	 but	 four	 people	 have	 no	 idea	 who	 is	 singing	 or	 who	 is	 now	 leading	 the	
music	 scene.	 A	 phenomenon	 like	 Pollini,	 Zimmerman...	 at	 this	 moment	 it	 could	 hardly	
happen.	They	had	a	musical	transcendence	beyond	their	concerts,	this	is	going	to	be	very	
difficult	right	now	"(PA-0:28:34).		
This	 conservadurist	 cultural	 context	 was	 reinforced	 with	 the	 view	 of	 Insausti	 in	 the	
justification	to	have	well-known	artists.	He	claimed	that	the	specialization	can	happen	at	
																																								 																					
158	It	 is	 like	 a	 prevention	 to	 show	 the	 tastes	 or	 passions	 in	 Spain.	 To	 that	 you	 add,	 the	 idea	 of	




fill	 the	venue	 is	necessary,	 so	we	can	keep	 the	 festival	going.	You	either	do	 "Pop"	plays,	Mahler's	
Fifths,	 Beethoven's	Ninths,	which	 are	 great	 plays,	 or	 people	 don't	 come.	Besides,	 I'll	 tell	 you	 one	
thing.	Besides,	we	are	 in	 a	world,	 that	 in	 everything,	 and	when	 I	 say	everything	 is	 everything.	 In	










music	 industry,	 the	 social	 interest	 in	 classical	music	 and	 the	 lack	 of	 political	 interest	 in	
education	on	this	matter.	It	might	be	resumed	in	this	words	of	Alfaya:	






that	 it	 won't	 happen.	 Besides,	 we	 are	 entering	 a	 generation	 of	 politicians	 who	 are	
increasingly	 distant	 from	 this	 world	 and	we	 are	moving	 further	 and	 further	 away	 from	
this".	(PA-0:38:00).	
As	 described	 by	 Alfaya,	 this	 historic	 heritage	 of	 the	 festival	 has	 also	 a	 long	 touristic	
interest	branding	the	city	as	a	cultural	summer	city.	This	perspective	was	of	much	interest	
in	 the	perspective	of	 Itxaso	 and	 Insausti	who	were	more	 interested	 in	 this	branding.	As	
Insausti	declared:	
"It	 is	 also	 important	 to	 see	 when	 the	 Quincena	 is	 born	 and	 after	 what	 context	 to	
understand	 how	 it	 goes	 in	 step	 with	 the	 development	 and	 also	 the	 appearance	 of	 the	
Jazzaldia,	 it	 is	all	within	an	 idiosyncrasy	or	city	 spirit.	 It	 is	not	an	entity	 that	 is	born	 like	




As	 it	 might	 be	 noticed,	 this	 analysis	 contrasts	 with	 the	 previous	 considerations	 of	 the	
regional	cultural	development	or	the	interest	to	foster	the	interest	in	classical	music.	The	
perspective	 here	 interpreted	 shows	 other	 interests	 which	 are	 intertwined	 with	 the	
historic	 context,	 	 tourist	 interest,	 the	 political	 perspective,	 and	 the	 circumstances	 of	 the	
music	industry.	Alfaya	noted	that	the	circumstances	force	to	continue	the	design	of	"pop"	
programming	 in	 order	 to	 cover	 the	 budget	 but	 also	 because	 the	 audience	 is	 not	 able	 to	
engage	 with	 more	 variety	 in	 the	 programmation.	 Then,	 the	 so-called	 impact	 on	 the	
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history	 was	 related	 to	 three	main	 elements:	 the	 international	 vision	 of	 the	 festival,	 the	
importance	 in	order	 to	create	a	city	 image	of	a	 cultural	 tourist	destination,	and	 the	 long	
tradition	of	music	festivals.	
Finally,	it	should	be	noticed	that	the	contrast	between	the	perspective	of	Alfaya	--	centered	




interests.	 In	addition,	 the	 festival	dependence	of	 income	from	the	public	 institutions,	 the	
growing	dependence	from	the	ticket	sales	and	the	decreasing	of	economic	reserves	makes	
Alfaya's	 position	more	 critical.	 His	 decisions	 have	 to	 be	 equilibrated	 for	 the	 purpose	 to	
maintain	these	good	relations	but	with	the	trend	to	reach	other	long	term	relations	with	
other	partners	 in	order	 to	 find	more	 income	or	 to	 find	more	enrichments	 to	 the	artistic	
programming.	
In	 conclusion,	 the	 different	 perspectives	 of	 the	 interviewed	 stakeholders	 demonstrated	
the	 clash	 of	 different	 interests.	 The	 critical	 perspective	 of	 Alfaya	 on	 the	 classical	music	
industry	 showed	a	 contrast	between	 the	 cultural	 interest	 to	 foster	 the	performance	and	
attendance	 to	 classical	 music	 events,	 besides	 the	 interest	 to	 foster	 a	 city	 brand	 much	




Summarly,	 as	 a	 result	 of	 the	 analysis	 of	 the	 stakeholders	 interviewed	 there	 were	
recognized	the	following	objectives:	
● Among	the	tangible	objectives	 it	had	a	paramount	relevance	to	reach	as	much	as	




• From	 the	 perspective	 of	 the	 intangible	 objectives,	 and	 concerning	 the	 cultural	
effect	of	the	festival,	 they	demonstrated	an	interest	to	 let	more	attendants	access	
to	classical	music	or	to	spread	curiosity	and	knowledge	for	classical	music.		





interpreters	 with	 well-known	 pieces,	 at	 the	 same	 time	 with	 strong	 cultural	
regional	identification	.	










Music	 festival	 constitutes	 an	 unique	 experience,	 multifaceted,	 enriched	 within	 a	
constructed	 atmosphere,	 salted	with	 specific	 attendant	 reactions	 and	 a	 long	 list	 of	 alive	
elements	 common	 in	 the	 social	 experience	 of	 music.	 For	 the	 understanding	 of	 these	
elements,	participant	observation	becomes	a	way	to	have	a	direct	insight	of	the	experience	
and	comprehend	the	effect	of	the	different	facets	of	the	festival.	
The	 application	 of	 this	 methodology	 consisted	 of	 the	 participation	 of	 the	 author	 in	
Quincena	 2018	 following	 the	 principles	 introduced	 in	 chapter	 6	 in	 section	 6.1.3.	 It	 is	
important	 to	 underline	 that	 the	 author	 did	 not	 have	 any	 previous	 experiences	 with	






look	 after	 are	 the	 cultural	 impact,	 the	 emotions	 during	 the	 festival	 and	 the	 perceived	
intentionality	of	the	organizers.	Nevertheless,	regarding	the	collection	of	data,	the	attitude	
of	 the	 author	 was	 observant	 to	 every	 detail	 which	may	 relate	 to	 the	 experience	 of	 the	
attendees.	 This	 in	depth	 audience	 interaction	during	 the	 concerts	 provided	 the	 intimate	
context	of	the	festival	as	much	as	possible.	
The	 author	 gathered	 information	 before,	 during,	 and	 after	 a	 selection	 of	 Quincena	
events160.	 As	mentioned	 in	 Chapter	 7	 (section	 7.2.4),	 the	 festival	 structure	 contained	10	
cycles	 of	 concerts:	 Inaugural	 Day,	 Kursaal	 Auditorium,	 Victoria	 Eugenia	 Theater,	 Organ	
Cycle,	 Ancient	 Music	 Cycle,	 Music	 Thursdays	 in	 San	 Telmo,	 Contemporary	 Music	 Cycle,	
Young	Performers	Cycle,	Children's	and	Andante.	The	author	had	access	to	all	the	events.			
The	 choice	 of	 events	 was	 based	 on	 participation	 factors	 according	 to	 the	 study	 of	
audiences	 conducted	 in	 2015	 (Ikertalde,	 2015).	 The	 largest	 bulk	 of	 the	 public	 was	 in	
Kursaal	 Auditorium,	 therefore	 it	 was	 the	 cycle	 with	 most	 weight	 in	 the	 participant	
observation.	Sample	from	other	concerts	from	other	cycles	were	included,	both,	for	their	
interest	and	 for	 the	physical	possibility	of	attending.	A	total	of	14	events	constituted	the	
entire	 corpus	 of	 events	 for	 the	 participant	 observation	 in	 Quincena.	 The	 choice	 covers	
different	musical	styles,	namely:	opera,	music	of	the	9th	or	10th	century,	baroque,	celtic,	
romantic,	 zarzuela,	 latino,	 contemporaneous	or	 children's	music	workshop.	Therefore,	 it	
can	 also	 be	 interpreted	 as	 a	 journey	 in	 the	 history	 of	 music	 through	 the	 festival.	 The	
following	list	describes	the	concerts	attended	by	the	author:	
o Three	 events	 of	 the	 Opening	 Day:	 Quinteto	 Alaya,	 Schola	 Gregorianista	 in	 San	
Vicente,	and	Quincena	solidaria.	





















As	 already	mentioned	 before,	 the	mission	 of	 this	methodology	was	 to	 contrast	 the	 data	





text.	The	 letters	"VEQ"	refers	to	Visual	Ethnography	 in	Quincena,	 then	 it	 is	 followed	by	a	
number	 which	 ranges	 between	 1	 to	 17.	 The	 first	 four	 sections	 describe	 the	 experience	
before	the	festival.	Section	17	consists	of	the	experience	after	the	festival.	The	remaining	
numbers	 contain	 the	 description	 of	 the	 concerts	 and	 events	 where	 the	 author	 had	
participated.		
The	following	list	shows	the	definition	of	the	supercategories,	which	may	serve	to	contrast	
the	 information	 of	 the	 in	 depth	 interviews	 to	 festival	 goers	 and	 festivals	 organizers	 of	
Quincena:	
• Perceived	 intentionality:	 this	 topic	englobes	 the	perceived	 intentionality	of	 the	
organizers	in	the	organization	of	the	event.	The	category	corresponds	to	contrast	
"Perceived	Intentionality"	in	section	8.2.1,	and	the	category	"Objectives"	in	section	
8.2.2.	 which	 are	 the	 view	 of	 the	 attendants	 and	 organizers,	 respectively.	 That	
means	 how	 it	 is	 organized,	 the	 presence	 of	 the	 partners,	 how	 the	 organization	
builds	the	atmosphere	of	the	festival,	the	relation	with	the	city	stakeholders	and	all	
possible	relations	that	may	be	perceived	as	an	expression	of	an	intention.	
• Cultural	 Impact:	 this	 concept	 summarizes	 the	 topics	 related	 to	 the	 effect	 of	 the	
music,	the	cultural	content	of	the	festival	or	the	sense	of	community,	for	instance.	
This	 category	 contrasts	 the	 information	 related	 about	 the	 cultural	 impact	 in	
section	 8.2.1.2	 ,	 but	 also	 content	 elements	 to	 contrast	 the	 information	 of	 the	
relation	between	the	cultural	impact	and	the	emotions.	
• Emotions:	 gather	 the	 information	related	 to	 the	 felt	emotions	by	 the	author	and	
the	ones	perceived	 in	 the	attendants.	 It	 serves	 to	 contrast	 the	 information	about	
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content	 analysis	 is	 described	 in	 Appendix	 13	 in	 which	 the	 themes	 were	 clustered	 in	
categories	which	later	on	were	related	to	the	presented	deductive	supercategories.	
8.3.3.2 Contrast	of	the	main	topics	of	analysis	
This	 section	 describes	 the	 data	 related	 to	 the	 super-categories	 presented	 previously	
contrasting	 the	 participant	 observation	with	 the	 data	 of	 the	 interviews	 to	 festival-goers	
and	festival	organizers	interpreted	in	section	8.3.1	and	8.3.2.	
8.3.3.2.1 Intentionality	
The	 analysis	 of	 the	 topics	 appeared	 in	 the	 visual-digital	 ethnography	 related	 to	 the	
perceived	 intentionality	 of	 the	 organizers	 helped	 to	 acknowledge	 some	 similarities	 and		
differences	with	the	interviews	to	the	festival-goers	and	the	festival	organizers.	The	main	
topics	appeared	in	the	participant	observation	in	relation	with	the	perceived	intentionality	
were:	 the	 intention	 to	 generate	 expectations	 through	 different	 means,	 the	 perceived	
objective	 to	construct	a	city	pride,	 the	palpable	work	of	 the	team	during	the	 festival,	 the	
design	 of	 the	 artistic	 programme	 of	 the	 festival,	 and	 the	 presence	 of	 the	 associated	
partners	in	the	organization	of	the	event.	
The	 data	 gathered	 through	 the	 participant	 observation	 –as	 described	 in	 Appendix	 13,	
section	 A–	 presented	 the	 perceived	 intention	 to	 generate	 a	 high	 level	 of	 expectations	
through	 the	 local	advertising	 in	 the	bus	shelters,	 the	streets	banderoles,	 the	news	 in	 the	
local	 newspapers,	 and	 the	 big	 screen	 in	 the	 auditorium	Kursaal.	 Furthermore,	 the	 same	
festival	is	designed	in	its	programme,	through	the	smart	distribution	of	well-known	artists	
through	 the	 calendar	 as	 a	way	 to	 generate	 "hype"	 around	 the	 festival.	 As	 interpreted	 in	
section	8.3.1.2	from	the	perspective	of	the	ten	festival-goers	interviewed,	this	element	of	




tipologies	 of	 communication	 and	 advertising,	 with	 clear	 and	 palpable	 results	 on	 the	
festival-goers.	
Another	 objective	 perceived	 in	 the	 participant	 observation	 was	 the	 actual	 city	 pride	 in	
some	of	 the	citizens	of	San	Sebastian	 to	have	 this	 festival	 in	 the	city.	This	sense	of	pride	
was	 similarly	 described	 as	 an	 intended	 objective	 in	 the	 interviews	 with	 the	 festival	
organizers,	 as	 described	 in	 8.3.2.1.	 Furthermore,	 the	 sense	 of	 being	 proud	 of	 the	 city	 in	
which	one	lives	was	described	in	some	of	the	interviews	to	the	festival	goers	(interpreted	
in	 8.3.1.2).	 As	 a	 consequence,	 the	 intended	 construction	 of	 a	 city	 pride	 appears	 to	 be	
accomplished	 in	 some	 of	 the	 interviews	 and	 in	 some	 of	 the	 people	 met	 through	 the	
participant	observation.	However,	this	cannot	be	interpreted	as	an	overall	positive	impact	
since	 the	 summer	 time	 in	 San	 Sebastian	was	 also	 perceived	 as	 negative	 because	 of	 the	
overcrowding	of	 the	 city	 or	 the	 raising	 of	 prices	 as	 described	 in	 some	of	 the	 interviews	
(described	in	Appendix	11,	section	R).	
The	 design	 of	 the	 artistic	 programme	 of	 the	 festival	 was	 interpreted	 as	 a	way	 to	 reach	
more	 audiences	 but	 also	 as	 a	 call	 for	 the	 local	 audience.	 The	 author	 experienced	 the	
presence	 of	 a	majority	 of	 local	 audience	 in	 different	 concerts	 in	which	 the	 interpreters	
were	 predominantly	 locals.	 Furthermore,	 the	 constitution	 of	 a	 set	 of	 well-known	
composers/pieces	 of	 music	 interpreted	 by	 local	 artists	 facilitated	 that	 the	 audience	
became	familiar	with	the	piece	of	music	and	connected	because	of	the	local	interpreter.161	
Moreover,	the	programme	was	constituted	with	a	long	range	of	local	artists	who	played	in	
different	 towns	of	Gipuzkoa,	 in	 the	 churches	 of	 San	 Sebastian,	 in	 the	 squares	&	popular	
sites	 which	 helped	 to	 spread	 the	 passion	 for	 classical	 music	 around	 Gipuzkoa.	 As	
experienced	 in	 the	 participant	 observation,	 the	 local	 –	 and	 often	 older	 –	 audience	
participated	 with	 great	 expectations	 in	 these	 events.	 This	 design	 of	 the	 programme	
obtained	a	local	interest	in	Classical	Music			and	the	promotion	of	local	artists	interpreting	
well-known	composers.	The	experience	of	this	specific	constitution	of	the	programme	was	
the	 verification	 of	 the	 intentionality	 demonstrated	 in	 Alfaya's	 interview	 when	







was	Christian	Zacharias	 interpreting	Mozart	with	 the	OSE	and	 the	 local	 choir	Andra	Mari,	 or	 the	
conductor	Ivan	Fischer	conducting	Pablo	Sarasate	with	the	Budapest	festival	orchestra.	
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In	 addition,	 this	 last	 observation	 can	 be	 understood	 as	 the	 verification	 of	 the	 business	
strategy	to	sell	the	sufficient	number	of	tickets	to	cover	the	needs	of	the	budget.	Moreover,	
this	economic	perspective	can	be	also	interpreted	and	complemented	with	the	presence	of	
partners	 in	 the	printed	programmes	and	 for	 signage	positioned	 in	 front	of	 the	principal	
gate	of	the	Auditorium	Kursaal.		 	The	presence	of	the	sponsors	from	the	local	community		
was	 one	 way	 to	 gather	 funds	 necessary	 for	 the	 production	 of	 the	 festival.	162	These	
influences	 were	 shared	 by	 the	 interviewed	 attendees.	163	From	 the	 observations	 of	 the	
festival-goers	 and	 the	 description	 of	 the	 participant	 observation,	 the	 presence	 of	 the	













to	 classical	music	was	 a	 clear	 effect	 on	 the	 personal	 cultural	 identity	 (VEQ-13.3)	 of	 the	
author.	 Secondly,	 experiencing	 specific	 emotions,	 having	 the	 opportunity	 to	 know	more	
certain	 composers	 or	 pieces	 of	music	 enriched	 the	 experience	 not	 only	 emotionally	 but	
also	 intellectually.	 Therefore,	 this	 enrichment	 produced	 the	 widening	 of	 the	 music	
preferences	of	the	author	due	to	the	experience	of	the	festival	(VEQ-14.6,	VEQ-17).	Next,	
the	 experience	 lived	 during	 the	 festival	 across	 the	 different	 concerts	 brought	 an	
opportunity	to	understand	emotions	and	recall	certain	memories	of	the	author.	Thus,	the	
experience	 triggered	 a	 self-understanding	 and	 an	 opportunity	 of	 self-development.	 This	
																																								 																					
162	It	was	mentioned	by	Insausti		in	JI-0:07:51	and	in	JI-0:6:16	in	appendix	12.	
163	It	 was	 mentioned	 by	 Tim	 in	 T-0903(17:26)	 and	 by	 Jonas	 in	 	 J-1904	 (43:10),	 described	 in	
appendix	11.	
164	As	described	 in	 chapter	1	 and	 chapter	5	were	 the	 following:	Validation	of	 community	 groups,	
impacts	on	the	region’s	cultural	identity,	building	of	community	pride,	opportunity	to	develop	new	






Therefore,	 the	 three	 themes	 described	 before	 might	 be	 interpreted	 and	 related	 to	 the	




be	 compared	 with	 the	 processes	 interpreted	 from	 the	 experience	 of	 ten	 festival-goers	
interviewed	in	section	8.3.1.4.	As	mentioned	there,	three	main	processes	were	intertwined	
with	 emotional	 considerations	 emerged	 from	 the	 interviews:	 the	 process	 of	 identity	
development,	 identity	 enrichment,	 and	 cultural	 learning.	 As	mentioned	 before,	 not	 only	
can	be	related	with	the	elements	of	Colombo	but	also	with	the	emotional	processes.	The	
description	 of	 positive	 emotions	 demonstrated	 an	 overall	 positive	 consideration	 of	 the	
festival	 experience	 which,	 as	 a	 consequence,	 helped	 the	 processes	 of	 identification	
described	 in	 the	 previous	 sections.	 This	 link	 between	 the	 positive	 emotions	 and	 the	
cultural	 identity	development	can	be	also	 identified	 from	the	participant	observation.	As	
described	in	the	visual-digital	ethnography	in	Appendix	16,	during	the	different	concerts,	
the	author	felt	or	perceived	different	emotions	connected	with	unknown	pieces	of	music	
and	 with	 unknown	 artistic	 performances.	 Therefore,	 the	 cultural	 processes	 described	
above	were	linked	to	emotional	reactions	during	the	concerts	attended	and	incorporated	a	
positive	emotional	intensity.	
As	described	 in	Appendix	13,	section	2C,	 the	main	emotions	or	affective	reactions	 felt	 in	
the	music	festival	were	described	by	the	following	terms	and	distributed	as	categories	in	
the	 content	 analysis	 presented	 in	 Appendix	 13:	 armony,	 communion,	 enthusiasm,	
expectations,	 fun,	 goosebumps,	 joy,	 satisfaction,	 serenity,	 tension,	 transcendence,	 and	
wonder.	In	preliminary	observations,			they	were	–with	the	exception	of	tension–	positive	
emotions	 or	 positive	 affective	 reactions	 during	 and	 after	 the	 activities	 of	 the	 festival.	
Therefore,	the	experience	of	the	festival	was	related	to	positive	emotions	which	helped	to	
link	 classical	 music	 with	 these	 positive	 emotions.	 The	 experience	 constructed	 specific	
memories	of	positive	experiences	within	a	classical	music	festival	which	were	unknown	by	
the	author.	Furthermore,	the	experience	of	communion	and	enthusiasm	was	described	in	
relation	 with	 other	 attendees	 or	 as	 a	 result	 of	 an	 emotional	 contagion	 (Lundqvist,	
Carlsson,	Hilmersson	and	Juslin,	2008)	due	to	the	social	experience.	This	affective	sharing	
was	 also	 an	unexpected	 emotion	 since	 the	other	 festival-goers	were	 from	different	 ages	
and	backgrounds	of	the	author.	
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From	 the	 emotions	 perceived	 in	 the	 audience	 can	 be	 highlighted	 the	 perception	 of	 joy,	
satisfaction,	and	serenity	at	the	end	of	some	of	the	concerts	attended.	These	emotions	in	
most	of	the	occasions	came	as	a	reaction	of	the	music	or	the	specific	interpretation	of	the	
artist	 of	 the	 concert.	 They	were	 perceived	 as	 individual	 emotions	 but	 shared	 by	 a	 large	
part	 of	 the	 audience.	 The	 existence	 of	 these	 emotions	 confirmed	 the	 experience	 of	 the	
festival	as	a	positive	experience	but	also	the	confirmation	of	the	analysis	of	the	emotions	
from	 the	 perspective	 of	 aesthetic	 emotions	 (discussed	 in	 chapter	 3,	 section	 3.2.)	 in	 the	
context	of	live	music	due	to	the	powerful	intensity	to	elicit	emotions	of	music	manifested	
in	 the	 participant	 observation.	Moreover,	 this	 can	 be	 confirmed	due	 to	 the	 focus	 on	 the	
music	 perceived	 from	 the	 attendant	 during	 the	 different	 concerts	 observed	 whereas	 in	
other	typologies	of	festivals.	This	focus	was	impossible	because	of	some	other	distractions	




cultural	 development	 of	 his	 own	 identity	 but	 also	 described	 the	 perceived	 intentioned	
impact	 of	 spreading	 the	 knowledge	 of	 music.	 Therefore,	 it	 can	 be	 confirmed	 the	
coexistence	 of	 multiple	 impacts	 differing	 the	 experienced	 impacts	 in	 oneself	 from	 the	
intended	impacts	from	the	organizers.	Then,	this	verification	may	introduce	a	new	way	of	
understanding	 the	 cultural	 impacts	 analysis	 whether	 it	 is	 experienced	 by	 oneself	




the	 context	of	 the	music	 festival	which	helped	or	 confirmed	 the	 link	between	 individual	
cultural	processes	with	the	emotional	intensity	of	the	experience.	This	in-depth	analysis	of	
the	 emotions	highlighted	 the	 intensity	of	 the	 impact	on	 the	 cultural	 identification	 in	 the	
experience	 of	 the	 festival.	 The	 pairing	 of	 observation	 and	 assessment	 aided	 in	 the		
measurement	 of	 this	 impact.	 The	 scale	 of	 this	 impact	 	might	 be	 considered	 to	 be	more	
intense	 dependent	 on	 the	 experience	 of	 the	 	 individual	 whereas	 the	 impact	 of	 the	
information	 can	 be	 considered	 to	 be	 more	 perceived	 as	 intentional	 rather	 than	
experienced.	The	 emotions	were	 identified	not	 only	 from	 the	 subjective	perspective	but	
also	from	the	other	attendants	participating	in	the	festival.	The	focus	on	music	perceived	










included	 in	 the	 main	 hypotheses.	 As	 summarized	 in	 Section	 8.3.1.3,	 the	 interviewed	
festival-goers	 of	 Quincena	 demonstrated	 different	 elements	 having	 an	 effect	 on	 the	
experience:	 the	 atmosphere	 of	 the	 festival,	 experiencing	 novelty,	 the	 separation	 of	 the	
ordinary	 life,	 the	 influence	 of	 the	 motivations	 on	 the	 experience,	 the	 quality	 of	 the	
interpreters,	the	regional	culture,	the	potential	long	term	effect	of	the	experience,		and		the	
description	 of	 some	 attributes	 of	 the	 audience.	 Some	of	 these	 elements	 appeared	 in	 the	
digital-visual	participant	observation	presented	in	Appendix	16.	
Among	the	side	elements	emerged	importantly	the	perception	of	the	atmosphere	creation	
through	 different	 intentional	 and	 unintentional	 elements.	 Initially,	 the	 perceived	
intentioned	elements	were	the	following:	to	generate	a	certain	expectation	and	ambience	
through	the	publicity	and	digital	strategies	in	the	digital	social	networks165.	Secondly,	the	
organization	 of	 concerts	 in	 squares	 or	 different	 spaces	 of	 the	 city	 in	 order	 to	 ease	 the	
access	 from	who	did	 not	 know	about	 the	 festival166.	 Thirdly,	 the	 correct	 balance	 venue-
music	for	each	concert	was	perceived	as	essential	for	the	construction	of	the	atmosphere,	
for	 example:	 having	 a	 gregorian	 concert	 in	 a	 Gothic	 church,	 an	 opera	 in	 the	 Kursaal	
Auditorium,	or	a	Renacentist	concert	 in	a	Baroque	church.	The	 influence	of	 the	venue	 in	
the	creation	of	the	atmosphere	was	also	considered	by	some	of	the	interviewed167.		Finally,	
the	general	perception	of	the	quality	of	the	festival	with	its	printed	programs,	selection	of	
venues,	 selection	 of	 artists	 constructed	 an	 atmosphere	 of	 high-culture,168	which,	 again,	
was	 considered	 from	 the	 perspective	 of	 the	 interview	 festival-goers.	 These	 design	
elements	helped	 to	 construct	 a	 unique	 atmosphere	which	definitely	had	 an	 effect	 in	 the	
experience	of	the	attendants	and	the	author.	
																																								 																					







From	 the	 side	 of	 the	 unintentioned	 elements	 of	 the	 creation	 of	 the	 atmosphere	 were	
considered	 those	 elements	 which	 depended	 on	 the	 reactions	 of	 the	 attendees,	 the	
disturbing	elements	from	the	surroundings	of	different	venues	or	some	typical	problems	
in	 live	 events169.	 Presumably,	 the	 organizers	 had	 not	 designed	 or	 programmed	 these	
elements	 but	 nevertheless	 had	 an	 influence	 on	 the	 experience	 of	 the	 participant	
observation	 of	 the	 author.	 As	 described	 in	 Appendix	 16,	 these	 disturbances	 were	
specifically	the	criticism	of	other	attendees,	the	talking	during	the	concerts	or	the	mobile	
phones	 ringing	or	 the	 technical	 issues	which	 in	 some	cases	delayed	 the	performance.	 In	
open-air	 concerts	 were	 the	 people	 talking	 in	 the	 surroundings	 and	 traffic	 noise	 was	
disturbing	 interruption	 to	 the	 enjoyment	 of	 the	 concert.	 These	 negative	 elements	 had	 a	
negative	 effect	 on	 the	 experience	 during	 the	 different	 events	 of	 the	 festival.	 These	
elements	were	also	present	in	some	of	the	comments	of	the	interviews	to	festival-goers.170		
As	described	previously	from	the	data	of	the	interviews	to	the	ten	festival	goers,	in	Section	
8.3.1.3,	 the	 interviewed	 perceived	 intangible	 and	 tangible	 characteristics	 which	 can	 be	
confirmed	 from	 the	 descriptions	 of	 the	 data	 gathered	 from	 the	 participant	 observation.	
This	was	 also	 perceived	 from	 the	 data	 collected	with	 the	 visual-digital	 ethnography.	 As	
described	 in	 Appendix	 13,	 the	 author	 perceived	 the	 audience	 to	 be	 of	 situation	 in	 the	
higher	end	of	the	middle-class	segments	of	the	region	171	with	an	age	visually	assessed	to	
be	 	 over	 55	 years	 old.172		 More	 interest	 had	 the	 relation	 demonstrated	 between	 the	
audience	and	the	interpreters	of	the	different	concerts	constituting	the	festival.	In	several	
concerts,	 members	 of	 the	 audience	 were	 friends,	 educators,	 or	 family	 from	 the	
interpreters173.	 This	 perception	was	 confirmed	 lately	 as	 intentionally	 prosecuted	 by	 the	
director	of	the	festival	with	the	affirmations	describing	how	he	programmed	local	choirs	
and	 orchestras	 in	 order	 to	 call	 the	 local	 audience	 which	 are	 friends	 and	 family	 of	 the	
interpreters	 as	 described	 in	 section	 8.3.2.1.	 Therefore,	 the	 participant	 observation	
confirmed	 the	 effectiveness	of	 this	 strategy.	 Furthermore,	 from	 this	 last	description	 and	






171	This	was	 palpable	 because	 of	 how	 the	 attendants	were	 dressed	with	 costly	 clothes	 (VEQ-6.4,	








every	 one	 of	 the	 concerts	 but	 also	 because	 they	 were	 perceived	 occasionally	 as	 native	
Basque	 speakers174 .	 This	 regional	 origin	 helped	 to	 construct	 the	 sense	 of	 being	 a	
community	of	Basque	 classical	music	 lovers	who	met	 every	 summer	 in	different	 venues	
throughout	the	festival.	
8.3.3.3 Summary	of	the	main	themes	contrasted	
Summarly,	 the	 visual-digital	 ethnography	 was	 an	 opportunity	 to	 contrast	 different	
elements	 contained	 in	 the	 data	 gathered	 from	 the	 interviewed.	 The	 following	 list	
highlights	those	aforementioned	themes	in	the	precedent	section.	
• The	intentionality	of	several	objectives	were	contrasted	in	the	following	themes:	
o The	 organizers	 generated	 expectations	 through	 varied	 tipologies	 of	
communication	 and	 advertising,	 with	 clear	 and	 palpable	 results	 on	 the	
festival-goers.	
o The	 intended	 construction	 of	 a	 city	 pride	 appears	 to	 be	 accomplished	 in	
some	 of	 the	 interviews	 and	 in	 some	 of	 the	 people	 met	 through	 the	
participant	observation.	
o As	 experienced	 in	 the	 participant	 observation,	 the	 local	 audience	
participated	 with	 great	 expectations	 in	 these	 events.	 This	 design	 of	 the	
programme	 obtained	 a	 local	 interest	 in	 classical	 music	 but	 also	 the	
promotion	 of	 local	 artists	 interpreting	 well-known	 composers.	 The	
experience	 of	 this	 specific	 constitution	 of	 the	 programme	 was	 the	
verification	 of	 the	 intentionality	 demonstrated	 in	 Alfaya's	 interview,	
furthermore,	was	the	confirmation	of	a	good	strategy	in	order	to	generate	
more	income.	
o The	presence	of	partners	 reinforced	 the	 idea	of	economical	 sustainability	
of	the	music	festival	from	different	sources	of	income.	
From	 the	 analysis	 of	 the	 cultural	 impacts	 and	 emotions	 during	 the	 participant	
observations	the	following	ideas	might	be	mentioned:	
• The	author	experienced	different	characteristics	 related	 to	 the	descriptors	of	 the	
cultural	 impact	 specified	 in	 Colombo	 (2016).	 Specifically,	 the	 impact	 on	 the	
information	and	the	impact	on	the	cultural	identification.	
• These	 cultural	 impacts	 were	 perceived	 with	 different	 grades	 of	 existence.	 The	
cultural	 impact	 on	 the	 cultural	 identification	 was	 experienced	 rather	 than	 only	






• The	 overall	 experience	 of	 the	 festival	 was	 related	 to	 positive	 emotions	 which	
helped	 to	 link	 classical	music	with	 these	 positive	 emotions.	 Therefore,	 it	 can	 be	
verified	 the	 link	 between	 the	 experience	 of	 the	 music	 festivals	 with	 positive	
emotions	 during	 the	 festival,	 and	with	 cultural	 identity	 development.	 Moreover,	
the	 experience	 constructed	 specific	 memories	 of	 positive	 experiences	 within	 a	
classical	music	festival	which	were	unknown	by	the	author.	
From	the	analysis	of	the	side	elements	of	the	experience:	
• The	 atmosphere	 of	 the	 festival	 was	 identified	 to	 have	 a	 direct	 impact	 on	 the	
experience	with	key	elements	 like	 the	venue,	 the	generation	of	 expectations	 and	
the	quality	of	the	interpreters.	
• There	were	some	negative	elements	of	the	experience	mentioned	in	the	interviews	
of	 the	 festival-goers	and	confirmed	in	the	visual-digital	ethnography,	namely:	 the	
talkative	 attendants,	 the	 phones	 ringing,	 the	 delays	 on	 the	 performances	 or	
technical	issues.	
• The	 participant	 observation	 confirmed	 the	 efficiency	 of	 the	 strategy	 to	 call	 local	
audiences	through	the	programming	of	local	choirs	or	musical	artists	stated	in	the	
organizer's	interviews.	
• The	 regional-local	 origin	 of	 the	 audience	was	 confirmed	 through	 the	 participant	
observation.	
The	next	sections	will	summarize	and	interpret	the	quantitative	with	the	qualitative	data	











adaptation	due	 to	 several	 reasons:	 to	 reduce	 the	scope	of	 the	CIPE	 in	order	simplify	 the	
analysis;	 to	 understand	 the	 multiple	 features	 on	 the	 cultural	 impact	 on	 cultural	
identification;	to	add	the	emotional	impact	evaluation	along	with	the	cultural	impact;	and	
finally,	 to	 analyse	 the	 intentionality	 from	 the	 point	 of	 view	 of	 the	 attendant	 and	 the	
organizer.	
First	of	all,	 the	convenience	to	reduce	the	scope	of	 the	analysis	since	the	basis	of	CIPE	is	
the	 CIP,	 and	 multiple	 cultural	 impacts	 could	 be	 evaluated	 requiring	 a	 reduction	 of	 the	
cultural	impacts	evaluation.	The	focus	on	the	cultural	impact	on	the	cultural	identification	
was	confirmed	through	the	test	analysis	presented	in	chapter	6,		but	also	was	conceived	as	
an	 strategy	 to	 better	 analyse	 one	 cultural	 impact	 in	 the	 context	 of	 the	 music	 festivals.	
Secondly,	 this	 reduction	 gave	 the	 opportunity	 to	 understand	 better	 the	 elements	 of	 the	
cultural	 identification	 from	 the	 perspective	 of	 the	 attendant	 and	 the	 organizer	 in	 the	
context	of	the	music	festivals.	Finally,	this	brought	the	opportunity	to	deepen	the	elements	
constituting	the	conceptual	approach	of	Colombo	(2016)	on	her	statement	of	the	cultural	
impact	 on	 the	 construction	 of	 the	 cultural	 identity,	 and	 develop	 furtherly	 the	 actual	
perspective	 understanding	 the	 cultural	 impact	 as	 different	 processes	 implied	 in	 the	
cultural	 identification	 of	 each	 attendant.	 The	 qualitative	 analysis	 illuminated	 different	
processes	 linked	 to	 the	 self	 cultural	 development	 of	 the	 attendants	 which	 verified	 the	
existence	of	different	processes	linked	to	the	cultural	identity	of	the	attendants.	
In	addition,	 the	reduction	to	one	cultural	 impact	 facilitated	the	analysis	of	 the	emotional	
impact	of	 the	experience	of	 the	 festival.	This	 constituted	 the	 first	 attempt	 to	 include	 the	
emotional	 evaluation	 of	 the	 experience	 with	 the	 study	 of	 the	 cultural	 impacts.	 The	
adaptation	 of	 the	 CIPE	 demonstrated	 the	 comprehension	 of	 the	 concepts	 by	 the	




the	 need	 of	 both	 perspectives	 to	 have	 a	 complete	 understanding	 of	 the	 variables	
composing	 the	 CIPE	 and	 in	 general,	 to	 understand	 the	 experience	 of	 the	music	 festival.	
These	methods	enriched	one	to	another	during	the	process,	firstly	with	the	test	cases	(as	
described	 in	 Chapter	 6)	 with	 the	 in-depth	 interviews	 which	 helped	 to	 construct	 the	
survey;	 and	 secondly,	 this	 previous	 analysis	 helped	 on	 the	 application	 of	 the	 gathering	
methodologies	 on	 the	 Quincena.	 This	 interaction	 between	 quantitative	 and	 qualitative	
methodologies	 helped	 to	 adapt	 the	 models	 of	 analysis	 of	 the	 cultural	 and	 emotional	
impact,	and	constitute	a	core	strength	of	this	first	application	of	the	CIPE.	
In	this	application	of	the	model	of	analysis	CIPE,	the	music	festival	Quincena	was	a	suitable	
case	 study	 because	 of	 the	 ease	 of	 the	 application	 of	 the	 different	 gathering	 data	
methodologies	thanks	to	the	organizers	of	the	festival.	In	addition,	the	focus	on	music	from	
the	attendant	 facilitated	 the	 identification	of	 emotions	and	 related	 the	experience	of	 the	
festival	with	 those	 elements	 constituting	 the	 CIPE.	 Finally,	 the	 analysis	 of	 intentionality	
received	 data	 from	 the	 perspectives	 of	 the	 attendants,	 the	 organizers,	 and	 the	 author.	








with	 the	 intensity	 of	 the	 cultural	 impacts;	 the	 perceived	 intentionality	 of	 the	 organizers	
from	 the	 perspective	 of	 the	 attendant	 and	 the	 organizer	 objectives;	 and	 finally,	 side	
themes	appeared	in	the	interviews	and	participant	observation.	
8.4.2.1 Cultural	impacts	
The	 surveys	 gathered	 data	 through	 the	 variables	 that	 described	 the	 perceptions	 on	 the		
existence	of	the	cultural	impact	on	the	cultural	identification,	its	intentionality,	the	rating	
of	the	impact,	the	emotionality,	and	the	intensity.	As	displayed	in	section	8.1.,	the	86%	of	




The	 evaluation	 of	 the	 cultural	 impact	 in	 the	 three	 qualitative	 perspectives,	 that	 of	 the			
attendee,	 organizer,	 and	 the	 author,	 and	 introduced	 multiple	 elements	 to	 consider.	 As	
mentioned	in	section	8.3.1	and8.3.2,	the	first	step	was	to	find	topics	related	to	the	impact	
on	 the	 cultural	 identification	 in	 general.	 The	 second,	 to	 identify	 elements	present	 in	 the	
definition	 of	 Colombo	 (2016)	 which	 were:	 validation	 of	 community	 groups,	 building	 of	
community	pride;	opportunity	to	develop	new	cultural	skills;	impact	on	the	local	character	
of	 the	community;	 	 increased	 local	 interest	 in	the	region's	culture	and,	history;	means	of	
community	celebration.		
From	 the	 perspective	 of	 the	 attendant,	 the	 interviews	 brought	 content	 in	 three	 main	
themes:	 identity	 development,	 identity	 enrichment,	 and	 cultural	 learning.	 From	 the	




deep	 processes	 of	 the	 cultural	 identity	 development	 inspired	 by	 	 the	 experience	 of	 the	
festival.	Similarly,	the	organizers	demonstrated	an	interest	to	spread	the	love	for	classical	
music	 or	 to	 ease	 the	 access	 to	music	 which	 is,	 again,	 related	 to	 the	 first	 impact	 on	 the	
description	of	Colombo	(2016).	Finally,	 from	the	 	author	perspective	 the	cultural	 impact	





identification	 is	 strongly	 related	 to	 the	 experience	 of	 the	 music	 festival,	 and	 therefore,	
strongly	 linked	 to	 the	 experienced	 intense	 emotions.	 However,	 the	 impact	 on	 the	
information	is	of	 interest	to	the	organizers	and	perceived	by	the	festival-goer,	but	not	as	
deeply	 connected	 with	 the	 individual	 emotions	 of	 the	 festival-goer	 	 as	 might	 be	
interpreted	from	the	descriptions	of	the	festival-goers.	Furthermore,	as	experienced	in	the	
participant	 observation,	 these	 cultural	 impacts	 were	 perceived	 with	 different	 grades	 of	







This	 distinction	 between	 the	 intensity	 of	 the	 perceptions	 should	 be	 addressed	 	 when	
measuring	the	concurrent	impacts	in	further	analysis.	
The	 negative	 considerations	 related	 to	 the	 cultural	 impact	 can	 be	 considered	 from	








dependent	 variables:	 origin	of	 emotions,	 existence	of	 emotions,	 intensity	 of	 emotions,175	
and	 the	 existence	 of	 Intense	Music	 Experience	 (IME).	 As	 described	 in	 section	 8.2.2,	 the	
main	origin	of	emotions	considered	by	the	respondents	was	"Music"	with	a	mean	value	of	
4,59	 points.	 The	 most	 representative	 emotions	 were:	 joy,	 peacefulness,	 wonder,	 and	
transcendence.	Whereas	the	less	voted	emotions	were	sadness,	tension,	and	nostalgia.	In	
addition,	 71%	 of	 the	 respondents	 considered	 they	 experienced	 an	 IME	where	 the	most	
important	descriptor	was	 "Deep	 Inner	experience"	 followed	by	 "Mental	Reflection."	This	
data	confirmed	the	attendance	of	the	festival	as	an	overall	positive	emotional	experience	
with	peak	moments	of	special	intensity	as	described	by	the	existence	of	IME.	
From	 the	 data	 gathered	 through	 the	 interviews	 to	 the	 attendants,	 the	 interviewees	
demonstrated	a	complete	cycle	of	emotions	before,	during,	and	after	the	event.	Before	the	
event,	 they	 commented	 on	 their	 expectations	 and	 the	 	 effects	 of	 the	 mood.	 The	
remembered	emotions	during	the	concerts	were	positive	or	negative	emotions	and	mainly	
related	 to	 music.	 They	 also	 described	 peak	 or	 intense	 music	 experiences	 within	 the	
different	 experiences	 in	 different	 editions	 of	 Quincena.	 Finally,	 after	 the	 event,	 they	
remembered	 an	 overall	 sense	 of	 satisfaction	 thanks	 in	 regard	 to	 the	 attendance	 of	 the	
festival.	 The	 specific	 descriptive	 terms	of	 emotions	 in	 the	 interviews	were:	wonder,	 joy,	
hope,	euphoria,	withdrawal,	 transcendence,	enthusiasm,	power,	and	romanticism	among	
others.	 	 	 Also	 shared	 were	 comments	 about	 the	 felt	 emotions	 of	 	 sorrow,	 tragedy,	 and	
solemnity	 related	 to	 the	 experience.	 As	 mentioned	 in	 section	 8.3.1.1,	 the	 overall	






also	 a	 sense	 of	 personal	 accomplishment	 and	 personal	 satisfaction.	 This	 sense	 of	
accomplishment	was	 in	 terms	 of	 personal	 development,	 in	 the	 sense	 of	 improving	 their	
personal	well-being,	and	continued		development	of	a	personal	hobby	or	interest.			
From	 the	 perspective	 of	 the	 organizer,	 a	 little	 was	 documented	 on	 the	 assessment	 or	
conveyance	 of	 emotions.	 However,	 they	 admitted	 their	 interest	 in	 the	 elicitation	 of	
emotions	within	 the	 festival	 in	 relation	 to	a	positive	 feeling	 related	 to	hiring	 	 locals	 and	
supporting		the	community’s	feeling	of		pride.		These	topics	will	be	summarized	in	the	next	
subsection	 as	 an	 example	 of	 specific	 intentionality	 on	 eliciting	 emotions	 linked	 to	 the	
development	of	an	specific	cultural	and	regional	identity.	
The	 digital-visual	 ethnography	 generated	 different	 affective	 descriptions	 from	 the	
reactions	of	the	attendants	and	the	experienced	by	the	author.	From	the	perspective	of	the	
audience	 they	 were:	 joy,	 satisfaction,	 and	 serenity	 at	 the	 end	 of	 some	 of	 the	 concerts	
attended.	 These	 emotions,	 in	 most	 occasions,	 came	 as	 a	 reactions	 to	 the	 music	 or	 the	
specific	interpretation	of	the	artist	of	the	concert.	 	From	the	reactions	of	the	author,	they	
were	described	 in	 the	 following	 terms:	 harmony,	 communion,	 enthusiasm,	 expectations,	





perspective	 of	 aesthetic	 emotions	 as	 discussed	 in	 chapter	 3,	 section	 3.2.	 This	 was	
confirmed	 through	 the	 qualitative	 description	 of	 the	 participant	 observation.	Moreover,	
there	were	common	terms	that	appeared	in	the	qualitative	data	which	were	the	same	as	in	
the	GEMS-9	surveyed	in	Quincena:	wonder,	joy,	serenity-peacefulness,	and	transcendence.	
Furthermore,	 the	 existence	 of	 specific	 moments	 were	 described	 with	 the	 terms:		
transcendental,	 “with	 goose	 bumps”,	 outstanding,	 and	 	 even	 surprise	when	 defining	 the	





The	 existence	 of	 intense	 emotions,	 the	 qualitative	 description	 of	 these	 terms,	 and	 the	
existence	of	those	specific	peak	experiences	assemble		the	confirmation	of	the	uniqueness	





the	 music	 but	 also	 the	 sense	 of	 community	 or	 the	 enrichment	 due	 to	 the	 exposure	 of	




basis	of	 the	 first	hypothesis.	Carefully	gathered,	each	survey	contained	one	question,	 the	
interview		was	conducted	from	a	block	of	questions,	and	the	content	analysis	focused	on	
the	study	of	this	relation.	
From	 the	 perspective	 of	 the	 survey,	 85%	 of	 the	 respondents	 considered	what	 they	 felt	
affected	 the	 intensity	 of	 the	 cultural	 impact	 on	 the	 cultural	 identification.	 From	 the	
perspective	 of	 the	 qualitative	 analysis	 of	 the	 different	 data	 gathered,	 there	 appeared	
multiple	relations	and	nuances	which	will	be	described	in	the	subsequent	paragraph.	
The	analysis	of	 the	attendees'	 interviews	 fostered	an	assembled	 	understanding	that	has	
aided	 in	 the	 articulation	 of	 the	 idea	 that	 the	 festival	 experience	 is	 an	 opportunity	 for	
cultural	development.	The	experience	of	 the	event	was	 influenced	 	by	emotions	and	also	
shared	 the	observation	 that	 the	event	was	an	opportunity	 to	 feel	with	what	 the	 festival-
goer	considered	they	were	more	identified	culturally.	Both	processes	were	described	and	
seemed	 to	 occur	 simultaneously	 during	 the	 festival	 experience	 in	 which	 the	 emotions	
contributed	to	an	 intensification	of	 the	processes	of	 the	cultural	 identification	 implied	 in	
the	music	 festival	experience.	As	described	by	 the	 interviewed,	 they	can	be	enumerated:	
the	sense	of	community,	the	music	enjoyment,	the	bonding	with	regional	culture	or	with	
new	 cultural	 proposals,	 the	 liking	 of	 specific	 interpreters,	 the	 sense	 of	 self	 achievement	
which	 occurred	 intertwined	 with	 positive	 and	 intense	 emotions.	 Therefore,	 the	 music	






addition,	 this	 was	 confirmed	 with	 the	 quantitative	 analysis	 from	 the	 surveys	 in	 which	
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"Music"	 was	 considered	 the	 main	 origin	 of	 emotions	 by	 the	 attendants.	 Moreover,	 as	
described	 by	 the	 category	 "Live	 Emotions"176	in	 the	 content	 analysis	 of	 the	 festival-goer	
interviews,	 the	 elicited	 emotions	 during	 the	 festival	 came	 mainly	 due	 to	 music	 and	
therefore,	music	 can	 be	 understood	 as	 the	main	 source	 of	 positive	 emotions	 during	 the	
experience	from	the	qualitative	data.	Therefore	it	can	be	affirmed	that	music	constituted	
an	essential	 element	 for	 the	emotions	elicitation	 in	 relation	with	 the	different	processes	
related	to	cultural	identity	development.		As	commented	previously,	these	qualities		were:	
the	 sense	 of	 community,	 the	 engagement	 to	 the	 regional	 culture,	 the	 reinforcement	 of	




Furthermore,	 as	 interpreted	 in	 section	 8.3.1.2,	 the	 atmosphere	 of	 the	 festival	 and	 the	
experience	 of	 being	 separated	 from	 the	 ordinary	 life	 were	 described	 as	 a	 source	 of	




Conclusively,	 the	 cultural	 impact	 on	 the	 cultural	 identification	 was	 perceived	 through	
specific	processes	and	related	with	intense	emotions	quantitatively	and	qualitatively	from	
the	attendant.	As	mentioned	 in	section	8.3.3.3,	 the	overall	experience	of	 the	 festival	was	
related	 to	positive	emotions	which	helped	 to	 link	 the	classical	music	with	 these	positive	
emotions	 which	 was	 an	 unknown	 experience	 for	 the	 author.	 These	 emotions	 were	
described	 as	 positive	 by	 attendees	 and	 these	 positive	 emotions	 guided	 	 cultural	
identitarian	processes.		Therefore,	it	can	be	verified	the	link	between	the	experience	of	the	
music	festivals	with	positive	emotions	during	the	festival	and	build	with	cultural	identity	
development.Moreover,	 the	 experience	 constructed	 specific	 memories	 of	 positive	
experiences	within	a	classical	music	festival	which	were	unknown	by	the	author.	
Finally,	 the	analysis	of	 the	 interviews	 to	 the	 festival	organizers	helped	 to	undisclose	 the	
"use"	 of	 identitarian	 regional	 elements	 to	 produce	 certain	 specific	 emotional	 responses	
and	therefore	fostering	a	sense	of	union	between	the	attendees.	As	interpreted	in	section	
8.3.2.1,	 the	 combination	 of	 well-known	 interpreters	 with	 compositions	 from	 regional	





hiring	 of	 local	 choirs/orchestras	 or	 musical	 associations	 in	 order	 to	 reach	 friends	 and	
families	from	the	community.			These	strategies	contained	emotional	considerations	linked	
to	the	cultural	identity	of	the	attendees	and	can	be	a	demonstration	of	the	relevance	of	this	
link	 for	 the	 festival	 organizers.	 Further	 analysis	 on	 the	 objectives	 of	 the	 organizers	 are	
commented	on	in	the	next	subsection.	
8.4.2.4 Intentionality	analysis	
The	 analysis	 of	 the	 different	 data	 gathered	 on	 the	 perceived	 intentionality	 can	 be	
contrasted	with	the	data	gathered	from	the	interviews	to	the	three	festival	stakeholders.	
In	the	perspective	of	 the	festival-goer,	 the	analysis	of	 the	perceived	intentionality	can	be	
confronted	 with	 the	 data	 of	 the	 survey	 concerning	 the	 cultural	 impact	 on	 the	 cultural	
identification	 derived	 from	 	 the	 interviews	 of	 the	 ten	 festival-goers	 of	 Quincena.	 This	
analysis	 can	 be	 comprehended	 as	 a	 preparation	 for	 the	 analysis	 of	 the	 second	 main	
hypothesis	of	this	research,	furtherly	analysed	in	section	8.4.3.	
In	 the	 side	of	 the	attendees,	 the	analysis	of	 the	data	gathered	with	 the	 survey	showed	a	
59%	who	 considered	 intentional	 the	 cultural	 impact	 on	 the	 cultural	 identification.	 As	 it	
was	argued	in	section	8.2.1	this	can	be	considered	as	it	is	mainly	perceived	as	intentional	
but	 with	 reservations.	 Therefore,	 the	 qualitative	 analysis	 from	 the	 interviews	 can	 shed	




foster	 local	 culture,	 spread	 music,	 and	 to	 construct	 a	 city	 pride.	 These	 features	 of	 the	
perceived	objectives	were	in	some	cases	perceived	as	clearly	intentioned	whereas	in	other	
themes	 this	 relation	was	 not	 clearly	 stated.	 As	 also	 commented	 in	 section	 8.3.1.1,	 some	
interviewees	perceived	differently	the	intentioned	cultural	impact	in	comparison	with	the	
experienced	 impact	during	 the	 festival.	As	previously	 interpreted,	 the	perceived	cultural	
impact	 was	 different	 when	 it	 is	 referred	 to	 the	 individual	 experience	 from	 attendant	 -	
which	described	mainly	different	processes	related	to	the	identity	development	which	will	
be	 presented	 in	 the	 next	 sub-section-	 whereas	 when	 the	 description	 was	 on	 	 the	
intentioned	cultural	impact	of	the	organizers	from	the	perspective	of	the	same	attendant,	







of	 the	 analysis	 of	 the	 cultural	 impact	 It	 seems	 that	 the	 analysis	 of	 the	 impact	 on	 the	




shown	 in	 the	 interviews	 to	 the	 festival	 stakeholders	 on	 the	 organization	 of	 the	 festival.	
They	showed	interest	in	pursuing	two	cultural	impacts.	As	commented	in	section	8.3.2.1,		
they	look	to	expose	the	attendants	to	the	culture	related	to	classical	music,	and		secondly,	




Lastly,	 this	 divergence	 of	 the	 perceived	 cultural	 impacts	 from	 the	 perceptions	 of	 the	
attendants	 can	 be	 also	 a	 possible	 explanation	 of	 the	 low	 difference	 between	 the	
perceptions	of	intentionality	demonstrated	in	the	survey	(59%	intentionally	perceived	the	
cultural	 impact).	 In	other	words,	 the	difference	between	 the	perception	of	 intentionality	
on	 a	 specific	 cultural	 impact	 and	 the	 experience	 of	 other	 cultural	 impacts	might	 be	 the	
explanation	of	this	low	perceived	intentionality	on	the	cultural	identification	in	the	survey.	
Another	topic	was	related	with	the	intentionality	of	the	cultural	impact,	the	analysis	of	the	
creation	 of	 regional	 identity,	 regional	 pride,	 and	 city	 pride.	 On	 one	 side,	 some	 of	 the	
interviewees	demonstrated	this	sense	of	being	proud	of	the	city	where	they	live	thanks	to	
the	existence	of	this	festival,	as	commented	in	section	8.3.1.2.	On	the	other	side,	in	section	
8.3.2.1,	 the	 festival	 organizers	 demonstrated	 an	 interest	 to	 foster	 a	 regional	 identity	
through	 the	 selection	 	 of	 local	 artists	 and	 local	 composers.	 They	 also	 demonstrated	 an	
interest	to	foster	a	city	pride	in	the	city	of	San	Sebastian,	and	a	regional	pride	in	the	region	
of	 Gipuzkoa	 or	 even,	 in	 the	 Basque	 Country	 as	 a	whole.	 All	 of	 these	were	 presented,	 of	
course,	with	the	interest	to	foster	San	Sebastian	as	a	destination	for	cultural	tourism.	This	
was	 further	 contrasted	 through	 the	 participant	 observation,	 in	 which	 the	 author,	
perceived	 a	 palpable	 intention	 to	 generate	 a	 city	 pride.	 The	 programme	 of	 the	 festival	
presented	a	deep-rooted	 content	with	 local	 artists,	 specific	 adaptations	of	Basque	music	
works,	 and	 also,	 as	 an	 opportunity	 to	 share	well-known	pieces	with	well-known	artists.	




In	 addition,	 the	 festival	 organizers	 referred	 on	 several	 occasions	 to	 the	 history	 of	 the	
festival	and	how	it	affected	the	contemporary		understanding	of	the	festival	and	its	events.	
.	This	historical	perspective	led	these	organizers	to	offer	an	enriched	programmation	and	
to	 keep	 in	 their	 vision	 elements	 of	 the	 foundation	 of	 the	 festival:	 its	 international	
programmation,	the	relevance	of	the	festival	to	create	a	city	image	and	the	long	tradition	
of	being	a	cultural	tourist	destination.		
Further	analysis	may	come	 from	 	 the	contrast	of	perceived	and	prosecuted	objectives	 in	
the	 analysis	 of	 tangibles	 of	 Quincena.	 From	 the	 perspective	 of	 the	 organizers,	 they	
commented	on	the	main	objective	to	engage	the	audience	to	the	festival	in	order	to	assure		
the	economic	viability	of	 the	 festival	which	demands	an	artistic	quality	with	well-known	
artists,	 long	 tradition	 of	 hiring	 orchestras	 which	 carry	 a	 considerable	 expense,	 or,	 as	
interpreted	 from	 their	words,	 a	 conservative	understanding	of	 the	design	of	 the	 festival	
programme.	 Similarly,	 the	 interviewed	 perceived	 this	 conservative	 perspective	
considering	 Quincena	 as	 a	 conservative	 music	 festival	 due	 to	 a	 conservative	 artistic	




will	 from	 the	 organizers	 as	 to	 not	 lose	 the	 public	 subventions.	 At	 last,	 the	 participant	
observation	 confirmed	 this	 strategy	 with	 the	 experience	 of	 the	 actual	 programme	 as	
described	in	section	8.3.3.2.	
Conclusively,	the	mixed	methods	on	the	gathering	of	the	data	helped	to	understand	some	
relevant	 nuances	 in	 the	 perception	 of	 the	 intentionality	 of	 the	 cultural	 impacts	 of	 the	
festival	 experience	 of	 Quincena.	 As	 interpreted	 previously,	 there	 exists	 a	 divergence	 in	
some	 cases	 between	 the	 impact	 experienced	 and	 the	 perceived	 as	 intentional	 in	 the	
subject	 of	 the	 festival-goer.	 The	 festival	 organizer	 intends	 to	 produce	 specific	 intangible	
impacts	 on	 the	 festival-goer	 with	 different	 objectives:	 audience	 engagement,	 regional	
identification,	 budget	 requirements,	 or	 city	 pride	 construction.	 Therefore,	 it	 might	 be	







As	 presented	 in	 the	 analysis	 of	 the	 interviews	 to	 the	 festival-goers	 and	 to	 the	 festival	
organizers,	there	appeared	other	relevant	themes	describing	the	experience	of	the	festival.	
From	 the	 side	 of	 the	 attendant,	 these	 side	 elements	 were:	 the	 considerations	 on	 the	
motivations	 to	 attend	 Quincena,	 the	 profile	 of	 the	 rest	 of	 the	 attendants,	 the	 social	
experience,	 the	 long	 term	 effect	 of	 the	 live	 experience,	 the	 novelty,	 the	 effect	 of	 the	
atmosphere	of	the	festival,	and	the	separation	of	the	ordinary	life.	As	 interpreted	in	sub-
section	 8.3.1.3.,	 the	 motivations	 for	 the	 interviewed	 had	 different	 levels	 of	 importance	
with	the	common	ground	of	music.	As		mentioned,	the	quality	of	the	interpretation	of	the	
music	 pieces,	 the	music	 and	 the	 pleasant	moments	with	music,	 they	were	 all	 related	 to	
music.	Moreover,	 the	 importance	of	music	was	 related	with	 the	 social	 experience	of	 the	
festival,	because	the		festival	was	an	opportunity	to	meet	with	colleagues,	friends	who	are	
interpreters	of	the	festival;	and	secondly,	the	sharing	of	the	music	festival	experience	with	
others.	 These	 social	 elements	 were	 strongly	 related	 to	 music.	 Therefore,	 music	 was	
considered	the	common	and	central	point	of	the	different	motivations	to	participate	in	the	
music	 festival.	 They	 described	 the	 fact	 to	 enjoy	music	 itself,	 to	 enjoy	with	 others	music	
experiences,	 and	 of	 course,	 because	 the	 pleasure	 of	 sharing	 the	 experience	 or	 meeting	
with	 others.	 Therefore,	music	was	 considered	 the	main	 direct	 or	 indirect	motivation	 to	
attend	Quincena	from	the	perspective	of	the	interviewed.		
As	mentioned	before,	the	descriptions	of	the	interviewed	regarding	the	audience	helped	to	
comprehend	 the	 profile	 of	 the	 festival	 attendee,	 and	 their	 cultural	 affinities	 in	 order	 to	
relate	 them	with	 the	 features	of	 the	cultural	 impact.	As	mentioned	 in	section	8.3.1.3,	 the	
interviewed	described	 intangible	elements	of	 the	profile	of	 the	attendants	 like	the	music	
preferences,	 the	 cultural	 interests	 or	 the	 cultural	 sensitivity.	 These	 were	 considered	
positive	and	relevant	 for	 the	profile	of	an	average	attendant	and	 furthermore,	 related	 to	
the	 cultural	 identity	 of	 the	 attendants.	 As	 interpreted,	 these	 descriptions	 showed	 the	





the	 75%	 from	 Gipuzkoa	 and	with	 high	 education.	 From	 the	 qualitative	 perspective,	 the	
perceived	 attendee	 was	 of	 a	 similar	 range	 of	 ages,	 from	 the	 upper-middle	 classes,	 and	
spoke	 Basque	 or	 Spanish,	 and	 some	 of	 them	 having	 friendship	 relationships	 with	 the	
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performers.	 This	 final	 set	 of	 characteristics	 describe	 a	 regional	 identity,	 or	 more	
specifically	 a	 Basque	 identity	 and	 thus	 the	 pairing	 of	 	 the	 local	musical	 institutions	 and	
local	music	was	well-supported	by		the	local	people.	
However,	 from	 the	 perspective	 of	 the	 negative	 elements,	 the	 interviewed	 festival-goers	
were	concerned	about	the	ageing	of	the	audience	as	a	troublesome	signal			for	the	future	of	
the	 classical	 performances.	 This	 concern	 was	 also	 remarked	 upon	 by	 the	 festival	
organizers	and	clearly	perceived	by	the	author	in	the	participant	observation.		Termed	the	
“greying	 of	 the	 audience”	 in	 American	 terms,	 this	 observation	 was	 supported	 by	 data	
compiled	through	the	survey	with		71%	of	the	surveyed	audience	members	 	 	 	above		the	
age	of	54	years.		Therefore,	the	concern	of	the	surveillance	of	the	festival	requires	a	further	
analysis	 to	 understand	 how	 the	 ageing	 of	 the	 audience	 might	 be	 a	 problem.	 In	 the	
contrary,	 the	 director	 of	 the	 festival	 had	 mentioned177	that	 the	 potential	 attendants	
reconnect	with	the	classical	music	at	the	age	45-50	when	the	life	of	the	individual	might	be	
more	established	and	therefore,	there	is	hope	for	the	surveillance	of	the	festival.	Furtherly,	
this	 concern	 on	 the	 ageing	 was	 related	 with	 the	 change	 habits	 on	 the	 consumption	 of	
music	due	to	the	appearance	of	the	streaming	services	or	social	networks	related	to	music.	










the	experience	of	 the	 festival	 leave	a	 set	of	 long	 term	 intangible	effects	 in	 the	 life	of	 the	
attendants.		
As	commented	in	the	contrast	with	the	participant	observation	in	section	8.3.3.2,	it	had	a	
relevant	 role	 in	 the	 experience	 of	 the	 festival,	 the	 perception	 of	 the	 atmosphere	







reach	 out	 to	 those	 who	 did	 not	 already	 know	 about	 the	 festival.	 Thirdly,	 the	 correct	









elements	appeared	related	to	 the	organization,	analysis,	and	management	of	 the	 festival.	
Among	them	it	can	be	highlighted	the	above	described:	the	relevance	of	the	motivations	to	
attend	the	festival;	the	importance	of	the	protagonist	role	of	music	in	the	construction	of	









preferences	on	 the	emotional	outcome	of	 the	experience.	On	 the	other	hand,	 the	 second	
main	 hypothesis	 was	 related	 with	 the	 objectives	 of	 the	 organizers	 and	 the	 perceived	
















their	 felt	 emotions	 in	 the	 festival	 with	 the	 cultural	 identity,	 the	 community	 and	 their	
cultural	consumption.	The	second,	related	the	cultural	impact	and	the	emotions	thanks	to	
the	music	festival	experience	where	the	attendant	felt	 intense	emotions	and	linked	them	
to	 a	 specific	 interpreter	 or	 the	 specific	work	 of	 art,	 which	 in	 a	wide	 sense,	 are	 cultural	
expressions.	Emotions	can	be	understood	as	the	entrance	door	of	new	cultural	content	to	
the	 personal	 cultural	 identity.	However,	 this	 relation	 requires	 further	 analysis	 for	 other	
cultural	impacts.	Regarding	the	different	cultural	impacts	identified	in	Colombo	(2016),	it	
seemed	the	cultural	impact	on	the	cultural	identification	was	experienced	rather	than	only	
perceived	 because	 of	 its	 links	 with	 intense	 emotions,	 and	 included	 a	 sense	 of	 self-
development.	As	commented	in	section	8.3.1.2,	this	analysis	may	require	further	research	
to	 comprehend	 the	 differences	 of	 perceptions	 between	 the	 different	 cultural	 impact	
constituting	the	CIPE.	
The	 participant	 observation	 complemented	 this	 perspective	 with	 the	 qualitative	
descriptions	 of	 the	 experience	 of	 the	 audience	 but	 also	 the	 individual	 experience	 of	 the	
author.	 In	 both	 descriptions	 it	 might	 be	 extracted	 the	 existence	 of	 intense	 emotions	 in	
relation	to	the	adding	of	new	cultural	preferences	or	the	sense	of	community	thanks	to	the	
experience	of	the	festival,	both	describing	processes	of	the	cultural	identification.	
There	 is	 a	 valid	 correlation	 between	 the	 intensity	 of	 the	 cultural	 impact	 on	 the	 cultural	
identification	and	the	intensity	of	the	emotions.	This	is	also	complemented	by	the	different	




festival	 experience	 more	 relevant	 than	 the	 social	 experience,	 the	
experiencing	newness	and	the	atmosphere	of	the	festival.	
From	 the	 quantitative	 perspective,	 the	 70%	 of	 those	 surveyed	 considered	music	 as	 the	
main	 source	 of	 emotions.	 Additionally,	 from	 the	 qualitative	 perspective,	 several	
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perspectives	 confirmed	 the	 prominence	 of	 music.	 	 The	 interviewed	 festival-goers	







gave	 the	 opportunity	 to	 understand	 the	 protagonism	 of	music	 as	 interpreted	 in	 section	
8.4.2.5.	 Then,	 music	 can	 be	 considered	 the	 main	 source	 of	 emotions	 and	 one	 of	 the	
relevant	motives	to	attend	the	music	festival.	
8.4.3.3 Sub-Hypothesis	2:	The	stronger	is	the	preference	of	the	attendees	for	the	









Conclusively,	 the	 sub-hypothesis	 requires	 further	 validation	 since	 no	 clear	 solution	was	
found.	 On	 one	 side,	 the	 preference	 for	 classical	 music	 helped	 to	 have	 a	 stronger	
correlation.	On	the	other	side,	the	less	preference	of	a	music	style	might	be	understood	as	
an	 opportunity	 to	 have	 more	 intense	 experiences	 rather	 than	 the	 usual	 attendant	 or	
listener,	as	it	might	be	interpreted	from	the	data	of	the	participant	observation.	Therefore,	
this	 sub-	 hypothesis	 requires	 to	 be	 complemented	with	 the	 phenomenon	 of	 unexpected	
intense	 experiences	 with	 unknown	 music.	 This	 phenomena	 is	 strongly	 linked	 with	 the	
incorporation	 of	 new	music	 styles,	 new	 preferred	 songs	 as	 a	 consequence	 of	 a	 positive	
emotional	response	in	a	live	music	event.	
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8.4.3.4 Hypothesis	 2:	 the	 attendees	 perceive	 cultural	 impacts	 implying	 intense	
emotions	 as	 a	 consequence	 of	 the	 festival	 organizers	 intentionality	 or	
established	objectives.			
As	 discussed	 in	 section	 8.4.2.4,	 the	 three	 sources	 of	 data	 gathered	 information	 which	
facilitated	 the	 contrasting	 of	 the	 pursued	 cultural	 impacts	 and	 the	 perceived	 ones.	 The	
interviews	to	the	festival	goers	allowed	the	author	to	analyse	the	perceived	intentionality	
on	the	cultural	impact	from	the	perspective	of	the	attendant.	The	interviews	to	the	festival	
organizers	 facilitated	 the	 identification	 of	 tangible	 and	 intangible	 objectives	 containing	
elements	of	the	cultural	impacts	identified	in	Colombo	(2016).	
From	 the	 point	 of	 view	 of	 the	 attendant,	 the	 survey	 resulted	with	 59%	 of	 those	 polled	
based	on	the	perception	of	the	cultural	impact	on	the	cultural	identification	as	intentional	





for	 classical	 music.	 	 Therefore,	 and	 as	 discussed	 previously,	 there	 exists	 a	 multiple	
interests	to	generate	different	cultural	impacts.	It	seemed	they	tried	to	have	an	impact	on	
the	information	about	culture	and	an	impact	on	the	cultural	identification,	as	discussed	in	
section	 8.4.2.4,	 and	 in	 8.3.2.1.	 However,	 the	 interviewed	 festival-goers	 perceived	 the	
cultural	 impact	 on	 the	 information,	 in	 qualitative	 analysis,	 as	 intentioned,	 and	 therefore	
more	 analysis	 might	 be	 helpful	 to	 understand	 how	 intentioned	 would	 be	 and	 also	 to	
compare	 it	 with	 the	 cultural	 impact	 on	 the	 cultural	 identification.	 Along	 with	 that,	 the	
interviewed	organizers	 showed	other	 objectives:	 to	 engage	 the	 audience,	 to	 balance	 the	
budget	with	 the	design	of	 the	programme,	 to	 assure	 certain	artistic	quality,	 to	 celebrate	
remembrances,	and	to	create	alliances	through	the	festival.	More	relevant	for	the	present	
dissertation	was	 their	 interest	 to	 create	peak	experiences	combining	high	quality	artists	
with	well-known	local	works	of	music,	in	the	pursuit	of	a	cultural	identification.	
This	 qualitative	 approach	 allowed	 to	 find	 coincidences	 between	 the	 objectives	 of	 the	
organizers	 and	 the	 perspectives	 of	 the	 attentant	 undisclosing	 specific	 strategies	 of	 the	
festival	goers	in	they	pursued	objectives:	
1) The	 organizers	 programmed	 local	music	 agrupations	 and	 orchestras	 in	 order	 to	















cycles.	 This	 relation	 appeared	 also	 in	 the	 perception	 of	 the	 cultural	 impact	 as	
enrichment	by	the	author	and	the	interviewed.	
The	 intentionality	 perceived	 regarded	 the	 cultural	 impact	 on	 the	 cultural	 identification	
and	the	impact	on	the	information.	From	the	attendant,	the	first	was	identified	and	much	
related	 to	 the	 experience	 rather	 than	 perceived	 as	was	 intentioned.	 However,	 from	 the	
perspective	 of	 the	 organizer,	 they	 related	 this	 impact	 to	 specific	 objectives	 such	 as	
engaging	 with	 local	 audiences,	 to	 create	 a	 city	 pride,	 and	 	 to	 have	 an	 intense	 musical	
experience	 with	 an	 intense	 cultural	 identification.	 The	 latter,	 the	 impact	 on	 the	
information	 about	 culture,	 was	 perceived	 as	 intentional	 by	 the	 interviewed,	 since	 they	
identified	this	impact	in	relation	with	the	objective	to	spread	the	knowledge	about	music.	
In	 the	 same	 sense,	 the	 organizers	 demonstrated	 this	 interest	 to	 spread	 or	 to	 ease	 the	
access	to	classical	music.		
Lastly,	the	analysis	of	 intentionality	provided	by	the	interviews	to	the	festival	organizers	
discovered	 the	 interest	 generates	 intense	 emotions	 related	 to	 elements	 of	 the	 cultural	
identity	of	the	participants.	As	argued	in	section	8.4.2.4,	they	demonstrated	an	interest	to	
foster	 a	 city	 pride	 in	 the	 city	 of	 San	 Sebastian,	 and	 a	 regional	 pride	 in	 the	 region	 of	
Gipuzkoa	or	even,	in	the	Basque	Country.	Along,	of	course,	with	the	interest	to	foster	San	
Sebastian	 as	 a	destination	 for	 cultural	 tourism.	This	was	 further	 contrasted	 through	 the	
participant	observation,	in	which	the	author	perceived	a	palpable	intention	to	generate	a	
city	 pride	 through	 a	 local	 focused	 artistic	 design	 programme	 of	 the	 festival.	 The	 use	 of	
specific	 adaptations	 of	 Basque	 music	 works	 was	 paired	 with	 more	 	 well-known	 pieces	
with	 well-known	 artists.	 Moreover,	 as	 mentioned	 before,	 a	 large	 presence	 of	 local	
																																								 																					




interpreters,	 orchestras	 and	 choral	 associations	 gave	 to	 the	 festival	 an	 image	 of	 a	
supporter	 of	 the	 local	 talent,	 and	 the	 opportunity	 to	 gather	more	 local	 audience.	 These	
different	 elements	 constitute	 a	 particular	 way	 to	 engage	 emotionally	 with	 the	 regional	
identity	of	the	attendants.Therefore,	the	second	hypothesis	can	be	understood	as	validated	
because	 multiple	 cultural	 impacts	 were	 perceived	 as	 intentioned	 and	 confirmed	 to	 be	











However,	 the	 precedent	 statements	 and	 data	 analysis	 allows	 to	 conclude	 several	
affirmations,	observations	and	advice	in:	the	evaluation	of	the	cultural	impacts	related	to	
emotions;	 the	 application	 and	 construction	 of	 the	 CIPE	 (Cultural	 Impact	 Perception	




be	 understood	 as	 a	 flexible	 tool	with	 the	 chance	 to	 incorporate	more	 elements	 or	 to	 be	
modified	depending	on	the	cultural	event	or	the	specifications	of	the	research.	
The	 chapter	 presents	 in	 its	 first	 two	 sections	 two	 essential	 results	 of	 this	 research:	 the	
models	of	 analysis	 and	 the	 comprehension	and	 redefinition	of	 the	unexplored	 impact	of	
cultural	identification.	The	third	section	answers	the	research	questions	as	a	result	of	the	
contrast	 of	 the	 hypothesis	 thanks	 to	 the	 quantitative	 and	 qualitative	 analysis.	 Then,	 the	
fourth	 section	 identifies	 some	 possible	 adjustments,	 advice	 and	 precautions	 in	 the	
application	 of	 the	 CIPE	 and	 the	 EIE.	 Finally,	 the	 last	 two	 sections	 are	 responsible	 to	
forecast	 or	 recognize	 further	 lines	 of	 research	 and	 the	 relevance	 of	 the	 present	
dissertation	in	this	pandemic	time.	
9.1 The	first	result:	the	models	of	analysis	
A	 general	 overview	 of	 this	 work	 exudes	 the	 intention	 to	 unify	 three	 perspectives:	 the	
sociological,	 which	 aims	 to	 understand	 social	 behaviours	 in	 the	 music	 festivals;	 the	
psychological,	 which	 comprehends	 the	 analysis	 of	 emotions	 of	 live	 music	 events;	 and	
finally,	 the	 event	 studies,	which,	 in	 this	 case,	 targets	 the	 intentionality	 of	 the	 organizers	
and	the	evaluation	of	impacts	of	music	festivals.	This	multifaceted	approach	produced	an	
specific	understanding	of	the	experience	of	the	attendees	in	the	music	festivals.	
The	 aims	 of	 this	 research	 and	 its	 hypotheses	 required	 different	 perspectives	 to	 be	
evaluated	 since	 they	 included	 concepts	 from	 the	 psychology	 of	music,	 the	 evaluation	 of	
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stakeholders	of	an	event	and	 the	understanding	of	 the	experiences	 in	cultural	events.	 In	
order	to	analyse	these	multiple	variables	and	different	perspectives	two	joined	models	of	




evaluated	 specific	 cultural	 impacts	 through	 the	 perceptions	 of	 the	 participants	 in	 the	
context	of	events	taking	into	account	the	intentionality	of	the	organizers	and	the	profiles	
of	 the	participants.	These	main	elements	were	 inherited	 from	Colombo	 (2016)	model	of	
analysis	Cultural	Impact	Perception	(CIP).	Additionally,	 	 the	CIPE	includes	the	evaluation	
of	 the	 emotionality	 of	 the	 intensity	 of	 the	 impact,	 identified	 the	 existence	 of	 perceived	
emotions	 in	 the	 intensity	of	 the	 impact;	and	 incorporated	 the	relation	of	 the	 intensity	of	
the	impact	with	the	intensity	of	the	emotions	within	the	experience	of	the	event..	On	the	
other	 side,	 the	 EIE,	 identifies	 and	 evaluates,	 the	 emotions,	 its	 origins,	 and	 the	 peak	
experiences	of	the	event	with	artwork	exposed	in	relation	with	the	characteristics	of	the	
event.	The	emotional	basis	of	 the	EIE	 is	 the	evaluation	 through	domain-specific	emotion	
scales	and	the	identification	of	peak	experiences	with	the	artwork	exposed	in	the	cultural	
event	taking	into	account	the	factors	constituting	the	experience	of	the	event.	The	EIE	can	
be	characterized	for	the	specificities	of	 the	event.	 In	the	case	of	music	 festival,	named	as	
the	Emotional	Impact	in	Music	Festivals	(EIMF),	incorporates	the	evaluation	of	the	music	
emotions	 through	 the	 GEMS	 scales179	(Zentner	 et	 al.	 2008),	 the	 origin	 of	 the	 emotions	
based	on	 the	 factors	 constituting	 the	experience	 (based	on	Packer	and	Ballantyne,	2011	
and	 Geus	 et	 al.	 2016)	 and	 the	 peak	 experiences	 through	 the	 Intense	 Emotions	
experiences180	(Schäfer	 et	al.	2013).	 These	 new	models	 of	 analysis	 can	 be	 considered	 as	





















in	 Chapter	 5	 (section	 5.4)	 that	 this	 selection	 can	 be	 based	 on	 the	 strong	 link	 between	
cultural	 identification,	 emotions	 and	 the	 experience	 of	 music.	 On	 the	 other	 side,	 this	
special	 relation	 was	 reaffirmed	 in	 chapter	 6	 with	 the	 analysis	 of	 the	 ten	 previous	






of	 previous	 analyses	 justified	 the	 reduction	 of	 the	 scope	 into	 one	 cultural	 impact.	 As	
argued	in	Chapter	5,	section	5.4,	this	third	impact	was	selected	also	because	it	remained	to	
be	 studied	 and	 therefore,	 its	 analysis	was	 an	 opportunity	 to	 develop	 knowledge	 on	 the	
relation	 between	 emotions	 and	 the	 cultural	 identification	 of	 the	 attendees.	 However,	 as	
argued,	 the	 term	 "construction"	 of	 the	 impact	 was	 discussed	 and	 it	 was	 proposed	 to	
rename	 as	 the	 cultural	 impact	 on	 cultural	 identification.	 The	 understanding	 of	






suit	 the	 different	 understandings	 of	 identity	 and	 it	 was	 understood	 to	 include	 the	
emotional	dynamics	implied	in	the	process	of	identification.	
In	addition,	the	selection	of	the	case	study	was	relevant	for	the	application	of	the	models	
of	 analysis.	 As	 mentioned	 before,	 the	 emotional	 impact	 in	 music	 festivals	 (EIMF)	 was	




music	 festival	 specified	 the	 application	 of	 the	 CIPE	 and	 the	 EIMF	 determined	 by	 two	
factors:	 	 the	 need	 to	 have	 a	 festival	 with	 a	 strong	 protagonism	 of	 music;	 secondly,	 the	
applicability	of	the	gathering	methodologies	in	the	event.	These	two	factors	suggested	that	
the	 music	 festival	 selected	 should	 present	 two	 main	 elements:	 focus	 on	 music	 and	 be	
celebrated	as	much	as	possible	 in	closed	venues.	Because	of	 that,	and	for	the	sake	of	 the	












part	 of	 a	 strategy	 of	 the	 city	 council	 and	 other	 gubernamental	 institutions	 in	 order	 to	
increase	the	cultural	tourism	in	the	city.	Moreover,	the	different	historic	events	of	the	city	
reaffirmed	the	importance	of	San	Sebastian	as	a	tourist-centered	destination	designed	to	
attract	 certain	 types	 of	 	 culturally	 savvy	 visitors.	 Furthermore,	 the	 organization	 of	 the	
festival	created	a	rich	network	with	multiple	partners	and	collaborators	which	gave	to	the	
festival	the	opportunity	to	attract	different	audiences	and	to	have	a	large	visibility	in	the	
Basque	Country	and	Spain.	Quincena	was	a	 result	and	a	witness	of	 the	musical	 tradition	
that	 existed	 in	 the	 city	 within	 during	 the	 late	 nineteenth	 and	 early	 twentieth	 centuries	
until	 nowadays,	 that	 has	 increased	 their	 good	 relation	 among	 international	 orchestras,	
festivals	and	national	partners	reaffirming	its	position	as	an	stable	festival	and	the	oldest	
classic	festival	in	Spain.	This	long	tradition	of	the	festival	organization	generated	a	stable	
base	 of	 audience	 with	 remarkable	 long	 term	 relation	 and	 participation.	 Therefore,	






Finally,	 the	 different	 methodologies	 gathered	 information	 from	 the	 perspective	 of	 the	
festival-goer,	 the	 festival	 organizer,	 and	 the	 author	 through	 the	 participant	 observation.	
These	different	sources	of	data	helped	to	identify	the	cultural	impacts,	and	the	emotions	of	
the	 music	 festival	 experience;	 to	 identify	 their	 relation;	 to	 understand	 the	 relation	
between	 the	organizer's	objectives	and	 the	 intentionality	perceived;	 and	 to	 comprehend	
nuances	and	details	of	the	experience	not	contemplated	beforehand.	




unique	 experience	 of	 the	 music	 festival.	 Moreover,	 the	 massive	 organization	 of	 music	
festivals	 in	 the	 last	decade	and	the	related	participation	 in	music	 festivals	constitutes	an	






B. Do	 the	 organizers	 intend	 to	 generate	 cultural	 impacts	 and	 intense	 emotions	 among	
their	objectives?	How	do	festival-goers	perceive	this	 intentionality?	If	so,	how	do	the	
organizers	intend	to	generate	these	cultural	impacts	and	intense	emotions?	
These	 two	 research	questions	 implied	 two	hypotheses.	The	 first	 referred	 to	 the	 relation	
between	the	cultural	 impact	and	the	intense	emotions	within	the	festival	experience;	the	
second	referred	to	the	evaluation	of	the	 intentionality	of	 the	organizers	 in	the	objectives	




concepts,	 and	 secondly,	 the	 understanding	 of	 the	 relations	 established	 between	 these	
concepts.	As	introduced	previously	and	argued	in	chapters	1	(section	1.1),	and	5	(section	
5.4),	 the	 complexity	 of	 the	 experience	 in	 the	 context	 of	 a	 cultural	 event	 required	 a	
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narrowing	 of	 the	 extension	 of	 the	 analysis.	 As	 argued	 before,	 the	 scope	 of	 the	 cultural	
impacts	was	reduced	 to	 the	analysis	of	 the	cultural	 impact	on	 the	cultural	 identification.	
This	was	possible	 thanks	 to	 the	models	of	 analysis	proposed	which	helped	 to	 structure,	
identify,	 and	 understand	 the	 experience	 from	 the	 perspective	 of	 the	 cultural	 impact	
evaluation	and	the	psychological	comprehension	of	emotions.	Summarly,	the	CIPE	jointly	
with	 the	 specification	 of	 the	 EIE	 for	music	 festivals	 (EIMF)	 contributed	 to	 the	 following	
points:	 1)	 to	 identify	 the	 cultural	 impact	 on	 the	 different	 processes	 constituting	 the	
cultural	 identification	 of	 individuals	 in	 the	 context	 of	 music	 festivals	 in	 relation	 with	
emotions	and	peak	experiences;	2)	to	identify	through	the	EIMF	the	emotions	of	the	music	
festivals,	the	origin	of	emotions	and	peak	experiences	through	the	concepts	of	the	IME;	3)	
to	 identify	 the	 music	 preferences	 interrelated	 with	 the	 socio-demographic	 information	
about	 the	 attendants	 of	 the	music	 festivals.	 Consequently,	 the	 concepts	 constituting	 the	
research	 questions	were	 identified	 through	 the	 different	models	 of	 analysis.	 Finally,	 the	






The	 mixed	 methodologies	 helped	 to	 obtain	 a	 detailed	 and	 completed	 picture	 of	 the	
different	 characteristics	 of	 this	 relation	 between	 the	 intensity	 of	 the	 emotions	 and	 the	
cultural	 impact	 on	 the	 cultural	 identification.	 From	 the	 quantitative	 perspective,	 the	
survey	extracted	data	from	the	festival-goers	that	demonstrate:	
• The	existence	of	the	impact	on	the	cultural	identification,	its	positive	consideration	
and	 a	 high	 intensity	 of	 the	 impact.	 Similarly,	 the	 variable	 emotionality	 revealed	
that	 the	 festival-goer	 perceived	 the	 intensity	 of	 the	 impact	 related	 with	 the	
intensity	of	emotions.		
• The	 emotions	 perceived	 were	 positive	 emotions	 and	 the	 most	 of	 the	 surveyed	
manifested	 the	 existence	 of	 peak	 experiences.	 Then,	 the	 attendant	 perceived	 the	
existence	 of	 an	 intense	 cultural	 impact	 on	 the	 cultural	 identification	 along	 with	
positive	emotions.		
• This	 relation	 was	 verified	 through	 the	 study	 of	 the	 correlation	 between	 the	
variable	of	 the	 intensity	of	 the	cultural	 impact	and	 the	mean	of	 intensities	of	 the	
	
345	
emotions.	 This	 correlation	 was	 positive	 in	 Quincena	 and,	 therefore,	 as	 more	
intense	 was	 the	 intensity	 of	 the	 emotions	 the	 more	 intense	 was	 the	 cultural	
impact.		
Consequently,	 from	 the	 quantitative	 perspective	 it	 can	 be	 considered	 that	 emotions	
intensified	or	triggered	the	cultural	impact	on	the	cultural	identification.		
From	 the	 qualitative	 perspective,	 the	 data	 gathered	 added	 nuances	 from	 the	
considerations	 of	 a	 sample	 of	 festival-goers	 and	 also,	 from	 the	direct	 observation	of	 the	
author.	These	analyses	showed:	
• The	 existence	 of	 different	 cultural	 impacts	 is	 deeply	 rooted	 on	 the	 emotional	
responses	 of	 the	 attendees	 of	 the	 festival.	 Their	 experience	 described	 how	 the	
emotions	 constructed	 experiences	 which	 bonded	 their	 identity	 to	 the	 cultural	
expressions	 exposed	 during	 the	 festival.	 Furthermore,	 they	 helped	 on	 the	 social	
cohesion	 (cultural	 impact	 on	 the	 social	 cohesion)	 or	 to	 be	 exposed	 to	 different	
music	proposals	(cultural	impact	on	the	information).		
• However,	 the	 existence	 of	 the	 cultural	 impact	 on	 the	 cultural	 identification	 was	
more	remarkable	due	the	results	of	the	previous	test	cases.		In	fact,	the	interviews	
of	 the	 case	 study	 described	 different	 processes	 related	 to	 the	 cultural	
identification:	the	sense	of	community,	the	engagement	to	the	regional	culture,	the	
reinforcement	 of	 musical	 tastes,	 the	 development	 of	 new	 cultural	 tastes,	 or	 the	
liking	 of	 specific	 interpreters.	 These	 processes	 within	 the	 music	 festivals	
experience	were	intertwined	with	the	description	of	positive	emotions.	Therefore,	
the	music	 festival	 experience	 contributed	positively	 to	 the	different	processes	of	
the	cultural	identification	with	positive	emotions.	The	experience	of	these	positive	
emotions	joined	with	the	other	identitarian	elements,	constituted	the	festival	as	an	
opportunity	 to	 develop	 the	 impact	 on	 cultural	 identification.	 Similarly,	 from	 the	
analysis	of	the	visual	&	digital	ethnography,	it	complemented	this	perspective	with	
the	 descriptions	 of	 the	 experience	 of	 the	 audience	 but	 also	 the	 individual	
experience	of	the	author.	 In	both	descriptions	 it	might	be	extracted	the	existence	
of	 intense	 emotions	 in	 relation	 to	 the	 adding	 of	 new	 cultural	 preferences	 or	 the	
increasing	 sense	 of	 community	 thanks	 to	 the	 experience	 of	 the	 festival,	 both	
describing	processes	of	cultural	identification.		
It	 can	 be	 complemented	 with	 qualitative	 descriptions	 the	 data	 from	 the	 quantitative	
perspective	 summarized	 above.	 Thus,	 intense	 emotions	 helped	 to	 start,	 consolidate	 or	
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renew	processes	related	to	different	cultural	identifications	of	the	attendees	of	the	music	
festival	 through	 different	 intertwined	 processes.	 Consequently,	 the	 first	 research	
questions	can	be	answered	affirmatively:	intense	emotions	trigger	cultural	impacts	in	the	
festival-goer	 during	 the	 experience	 in	 a	 music	 festival.	 Moreover,	 the	 emotions	 trigger	
cultural	 impacts	 starting,	 reinforcing	 or	 helping	 in	 the	 different	 processes	 of	 cultural	
identification	 of	 individuals	 through	 the	 intensification	 of	 the	 experience	 in	 the	 music	
festival.	In	the	following	subsections	it	is	summarized	the	relevant	data	related	to	the	two	
sub	hypotheses	related	to	this	first	research	question.	These	two	sub	hypotheses	helped	to	
deepen	 in	 how	 this	 relation	 between	 intense	 emotions	 and	 cultural	 impact	 could	 be	
described	 setting	 the	 relation	 with	 the	 cultural	 content	 of	 the	 festival	 -	 music-,	 and	 an	
cultural	identitarian	element	of	the	festival-goers	related	to	music,	the	music	preferences.	
9.3.1.1.1 Sub-hypothesis	1:	Music	is	the	main	source	of	emotions	during	the	music	
festival	 experience	 more	 relevant	 than	 the	 social	 experience,	 the	
experiencing	newness	or	the	atmosphere	of	the	festival		
Similarly	 to	 the	precedent	 section,	 the	 analysis	of	 this	 hypothesis	was	done	 through	 the	




to	 attend	 the	 festival	 and	 certainly	 the	 origin	 of	 the	 emotions	 perceived	 during	 the	
concerts	attended.	Secondly,	they	considered	music	as	an	enriching	experience	within	the	
festival,	 but	 also	 as	 an	 opportunity	 to	 develop	 their	 identity	 through	 their	 interest	
materialized	 in	 a	 hobby	 or	 in	 listening.	 In	 addition,	 from	 organizers	 perspective,	 they	
confirmed	the	importance	of	music	in	the	design	of	the	programme	and	the	importance	to	
engage	 to	 the	 audience	 through	 music	 and	 to	 reach	 pedagogic	 objectives	 through	 the	
programming	of	different	music	proposals.	Furthermore,	the	participant	observation	also	
gave	 the	 opportunity	 to	 understand	 the	 protagonism	 of	 music.	 Then,	 music	 might	 be	





experience	 or	 the	 atmosphere	 in	 the	 experience	 of	 the	 festival-goers	 in	 the	 cases	 of	
Jazzaldia	and	BBK	 live.	Moreover,	 the	 intensities	 of	music	 emotions	were	 not	 correlated	
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with	 the	 intensity	 of	 the	 cultural	 impact,	 that	 might	 be	 interpreted	 as	 the	 not	
representative	of	 the	music	 emotions	 in	 those	 experiences.	 Finally,	 in	 the	description	of	
the	 visual-digital	 ethnographies	 of	 test	 cases	 were	 recognized	 different	 factors	 for	 the	
emotional	 responses	 of	 the	 attendants:	multiple	 changing	 atmospheres	 and	 venues,	 the	
relevance	of	 the	social	experience	or	high	presence	of	drugs	and	alcohol.	These	different	
factors	 diluted	 the	 importance	 of	 music	 and	 therefore,	 this	 sub	 hypothesis	 should	 be	






functions	 for	 the	 listeners	 and	 therefore	might	 help	 to	 identify	 different	 features	 of	 the	
individual's	 cultural	 affinities.	 These	 music	 preferences,	 in	 the	 scope	 of	 this	 sub	
hypothesis,	 were	 understood	 as	 potential	 intensifiers	 of	 the	 emotions	 and	 therefore,	 to	
have	an	influence	in	the	impact	on	cultural	identification.	In	the	case	study,	the	correlation	
between	the	intensity	of	the	cultural	impact	and	the	intensity	of	the	emotional	impact	was	
stronger	 among	 the	 classical	 lovers	 compared	 to	 the	 general	 profile	 of	 attendants.	
Although	this	data	might	validate	this	sub-hypothesis,	the	qualitative	perspective	brought	
another	 complex	 solution	 to	 the	 hypothesis.	 As	 described	 in	 the	 visual	 &	 digital	
ethnography	of	Quincena	the	author	 felt	or	perceived	different	emotions	connected	with	
unknown	pieces	of	music,	unknown	music	styles	and	with	unknown	artistic	performances.	
Therefore,	 the	 cultural	 processes	 described	 above	 were	 linked	 to	 emotional	 reactions	
during	 the	 concerts	 attended	 and	 incorporated	 a	 positive	 emotional	 intensity	 with	 not	
preferred	music.	This	can	be	aligned	with	the	inferences	of	the	test	interviews	presented	
in	Chapter	6,	in	which	some	of	the	interviewed	showed	the	music	festival	as	a	developer	of	
new	music	 preferences.	 The	 experience	 of	 the	 festival	 was	 an	 opportunity	 to	 add	 new	
music	 styles	 and	 new	 songs	 to	 their	 preferences	 thanks	 to	 the	 positive	 and	 intense	
emotions	 related	 to	 the	 specific	 experiences	 lived	 in	 the	 festival.	 This	 new	 music	 was	
eliciting	 to	 feel	 intense	 emotions	 for	 the	 interviewed,	 and	 consequently	 have	 an	 intense	






case	 study.	 However,	 it	 might	 be	 complemented	 with	 the	 consideration	 of	 the	
phenomenon	"experiencing	new	music"	occurring	in	the	same	music	festival	experience	.	
Then,	 in	 particular	 cases	 the	 correlation	might	 be	 stronger	 between	 the	 intensity	 of	 the	
cultural	impact	with	the	intensity	of	emotions,	but	also	it	can	be	related	with	the	novelty	of	
the	music.	As	defined	 in	 chapter	2,	 section	2.1.1,	 the	 concept	 of	 "music	preference"	was	
related	 to	 short	 term	 experiences,	 therefore	 it	 can	 be	 considered	 this	 new	 music	
preference	with	 specific	moments	 in	 the	 festival	 experiences.	 In	 summary,	 it	 is	 valid	 to	
comprehend	that	the	preference	of	the	music	helped	to	the	intensity	of	the	correlation	but	
it	can	be	as	well	intensified	with	unpreferred	music	styles	for	some	festival-goers.		
After	 these	 considerations	 of	 the	 diverse	 elements	 constituting	 the	 hypothesis	 and	 sub	




which	 were	 related	 with	 processes	 of	 the	 cultural	 impact.	 In	 addition,	 the	
quantitative	correlations	were	positive	and	the	qualitative	data	described	that	the	
emotions	 may	 start,	 reinforce	 or	 in	 general,	 help	 in	 the	 different	 processes	 of	
cultural	 identification	of	 individuals	 through	 the	 intensification	of	 the	experience	
in	 the	music	 festival.	Therefore,	 emotions	can	 trigger	 cultural	 impacts,	 and	 these	
are	more	intense	as	intenser	were	the	emotions	for	music	festivals	experiences	in	
which	 the	music	 plays	 a	 protagonist	 role;	 and	 when	 the	 analysis	 centers	 in	 the	
cultural	impact	on	the	cultural	identification.	
There	are	further	conclusions	related	to	this	research	questions	that	can	be	summarized:	
• The	 analysis	 of	 the	 origin	 of	 emotions	 brought	 the	 different	 relevance	 of	 these	
origins	 depending	 on	 the	 type	 of	 music	 festival.	 Whereas	 in	 Quincena	 the	
protagonism	of	music	was	clear,	 in	 the	cases	of	BBK	or	 Jazzaldia	-acknowledging	
the	 limitations	 of	 the	 representability	 of	 the	 study-	 this	 origin	 was	 blurred	 in	
multiple	 factors	 .	 As	 described	 in	 the	 qualitative	 data	 of	 the	 test	 cases,	 an	
important	 theme	of	 differentiation	 between	 festivals	were	 the	 themes	 related	 to	
the	 description	 of	 emotions	 and	 their	 origin.	 In	 the	 case	 of	 the	Estival,	 emotions	
were	 mainly	 related	 to	 the	 music	 whereas	 in	 Jazzaldia	 and	 BBK	 live	 were	 with	
multiple	topics	related	such	as:	the	shared	experience	of	love,	the	social	contagion	




changing	 audience,	 and	 changing	 venues	 and	 as	 a	 consequence	 the	 experience	
changed	drastically	during	 the	 time.	Moreover,	 there	are	multiple	 factors	 to	 take	
into	account	 in	such	massive	music	 festivals	(tourism,	social	networks	 influences	
or	 the	 alcohol	 and	 drugs)	 that	 should	 be	 analysed	 in	 order	 to	 understand	 the	
factors	 constituting	 the	 experience.	 Therefore,	 the	 typology	 of	 the	music	 festival	
may	construct	a	different	and	enriched	set	of	factors	constituting	the	experience	of	




festivals	 to	 introduce	 new	 music	 preferences	 in	 the	 attendees	 but	 also	 to	





In	 short,	 the	 multiple	 sources	 of	 data	 enriched	 the	 response	 of	 the	 research	 questions	
taking	 into	 account	 different	 perspectives	 of	 analysis.	 This	 enriched	 answer	 can	 be	 also	
addressed	 to	 the	 second	 research	 question	 related	 to	 the	 intentionality	 of	 the	 festival	
organizers.	
9.3.2 Second	question:	intentionality	of	the	organizers	and	cultural	impacts	




As	 previously	 explained	 in	 chapter	 5,	 section	 5.3.2,	 the	 perceived	 intentionality	 of	 the	
cultural	 impact	 on	 the	 cultural	 identification	 was	 measured	 through	 the	 variable	
intentionality	 of	 the	 model	 of	 analysis	 CIPE	 implemented	 in	 the	 survey.	 However,	 this	
variable	 required	 to	 be	 complemented	with	 other	 evaluations	 in	 order	 to	 specify	which	
might	be	the	objectives	of	the	festival	organizers	in	relation	with	the	cultural	impact	and	
the	 emotions.	 Thus,	 the	 qualitative	 perspective	 added	 the	 detailed	 descriptions	 of	 the	
350	
pursued	 objectives	 and	 the	 related	 strategies	 of	 the	 organizers	 as	well	 as	 the	 perceived	
objectives	and	impacts	of	the	festival-goers	interviewed.	These	interrelations	between	the	
data	 from	 the	 survey	 and	 the	 data	 from	 the	 qualitative	 perspectives	 concluded	 with	 a	
detailed	 answer	 to	 the	 research	 question.	 The	 next	 section	 presents	 a	 summarized	
conclusive	 analysis	 of	 the	 hypothesis	 understood	 as	 a	 way	 to	 answer	 the	 research	
questions.	
9.3.2.1 Hypothesis	 2:	 The	 attendees	 perceive	 cultural	 impacts	 implying	 intense	
emotions	 as	 a	 consequence	 of	 the	 festival	 organizers	 intentionality	 or	
established	objectives.	
Three	analyses	were	included	to	contrast	this	hypothesis:	the	perspective	of	the	attendant	
on	 the	 perception	 of	 intentionality	 in	 the	 cultural	 impact	 and	 the	 emotions;	 the	





From	 the	 perspective	 of	 the	 festival-goers,	 in	 the	 case	 of	Quincena,	 the	 survey	 resulted	
with	a	non	conclusive	value,	the	difference	between	the	perceived	and	not	perceived	was	




have	 an	 intense	musical	 experience	with	 an	 intense	 cultural	 identification.	Whereas	 the	
latter	 impact,	 they	demonstrated	 an	 interest	 to	 spread	or	 to	 ease	 the	 access	 to	 classical	
music.	 From	 the	 qualitative	 perspective	 of	 the	 festival-goer,	 the	 impact	 on	 the	 cultural	
identification	 was	 identified	 and	 much	 related	 to	 different	 elements	 of	 the	 experience	
rather	 than	 perceived	 as	 intentional.	 Whereas	 the	 impact	 on	 the	 information	 was	
perceived	as	 intentional	 by	 the	 interviewed,	 since	 they	 identified	 this	 impact	 in	 relation	
with	the	objective	to	spread	the	knowledge	about	music.	Therefore,	this	divergence	on	the	
types	 of	 perceptions	 of	 the	 cultural	 impacts	 may	 explain	 the	 low	 relevance	 of	 the	
intentionality	of	the	impact	in	the	results	from	the	survey.	





of	 San	 Sebastian,	 and	 a	 regional	 pride	 in	 the	 region	 of	 Gipuzkoa	 or	 even,	 in	 the	 Basque	
Country.	 This	was	 further	 contrasted	 through	 the	 participant	 observation,	 in	which	 the	
author	perceived	a	palpable	intention	to	generate	a	city	pride,	the	proposed	use	of	specific	
adaptations	of	Basque	music	works	but	also,	a	well-known	piece	with	well-known	artists.	
As	 mentioned	 before,	 a	 large	 presence	 of	 local	 interpreters,	 orchestras	 and	 choral	
associations	 gave	 to	 the	 festival	 an	 image	 of	 a	 supporter	 of	 the	 local	 talent,	 and	 the	
opportunity	 to	 gather	 more	 local	 audience.	 These	 different	 elements	 constitute	 a	
particular	 way	 to	 engage	 emotionally	 with	 the	 regional	 identity	 of	 the	 attendants.	
Therefore,	 the	 second	 hypothesis	 can	 be	 understood	 as	 validated	 because	 multiple	
cultural	 impacts	were	perceived	as	 intentioned	and	confirmed	 to	be	objectives	 from	 the	
organizers	perspective	including	the	cultural	impact	on	the	cultural	identification	with	the	
interest	to	generate	intense	emotions.		
On	the	whole,	 the	perceived	 intentionality	by	 the	attendant	was	specifically	noted	 in	 the	
cultural	 impact,	 the	 emotions	 and	 other	 objectives	 pursued	 by	 the	 organizers.	 These	
elements	 and	 the	 above	discussed	 can	be	 resumed	 in	 an	overall	 answer	 to	 the	 research	
questions	of	 this	 sections.	 In	 can	be	 summarized	 that:	 the	organizers	 intend	 to	generate	
cultural	impacts	and	intense	emotions	among	their	objectives	through	specific	strategies,	
for	 instance,	 related	 to:	 fostering	 the	 local	 community	 of	 artists	 that	 connects	 with	 the	
local	audience,	programming	high	qualified	interpreters,	the	interplay	between	these	high	
qualified	 interpreters	with	 local	music	 authors,	 the	pedagogical	objective	of	 some	music	
cycles,	 and	 trying	 to	 find	 the	 equilibrium	 between	 the	 design	 of	 the	 program	 with	 the	
budget	requirements.	The	festival-goers	perceived	this	intentionality	in	similar	terms.	
Finally,	 the	 evaluation	 of	 the	 objectives	 in	 the	 light	 of	 the	 attendant	 and	 the	 organizers	
showed	important	points	to	consider	that	can	enrich	the	answer	to	the	research	question:	
a. The	 implication	of	 the	 local	community	and	 local	artists	 is	a	key	strategy	to	 fulfil	
two	main	objectives:	construct	a	city	pride	within	the	local	community	and	fill	the	
venues	with	local	audience.	
b. The	 festival	 organizers	 interviewed	 from	Quincena	 referred	on	 several	 occasions	
to	the	history	of	the	festival	and	how	it	affected	the	nowadays	understanding	of	the	
festival.	 This	 historical	 perspective	 led	 these	 organizers	 to	 offer	 enriched	
programmation	 and	 to	 keep	 in	 their	 vision	 elements	 of	 the	 foundation	 of	 the	
festival:	its	international	programming,	the	relevance	of	the	festival	to	create	a	city	
image,	 and	 the	 long	 tradition	 of	 being	 a	 cultural	 tourist	 destination.	 This	
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observation	 was	 reaffirming	 the	 importance	 to	 understand	 the	 symbolic	 and	
historic	 value	 of	 the	 music	 festival	 in	 order	 to	 comprehend	 better	 the	 cultural	
value	of	it	for	the	attendees	or	to	understand	the	view	of	the	organizers.	
c. The	 programmation	 of	 the	 festival	 may	 be	 comprehended	 in	 a	 mainstream	
tendency	 due	 to	 the	 strong	 dependence	 on	 the	 ticketing	 that	 provokes	 that	 the	
festivals	programme	well-known	artists	and	well-known	pieces	of	music.	This	fact	
might	 be	 critical	 in	 the	 "conformation"	 of	 the	 communities	 through	 specific	
cultural	 identifications	 with	 an	 apparent	 basic	 music	 education.	 The	 festivals	
based	 on	 the	 "repetition"	 of	 what	 is	 being	 done,	 the	 tradition	 and	 a	 "pop"	
programmation	 may	 convert	 the	 music	 environment	 in	 something	 predictable,	
limited	and	a	mirror	of	a	conservadurist	view	of	music	culture.	
d. Emotional	 centered	 festivals	may	 be	 the	 opportunity	 to	 create	 new	 experiences	
and	link	the	attendant	to	new	music	proposals.	As	shown,	the	existence	of	intense	
emotions	 in	 the	 interplay	 with	 local	 cultural	 values	 may	 provoke	 an	 interest	 in	
unknown	 pieces	 of	 music	 or	 artists.	 This	 fact,	 expresses	 perfectly	 the	 possible	
relation	 between	 the	 cultural	 impact	 on	 the	 cultural	 identification	 through	
unknown	cultural	expressions	thanks	to	the	intense	emotions.	Then,	emotions	can	




or	 Jazzaldia.	 The	 effect	 of	 the	 presence	 of	 the	 stakeholders	were	 present	 in	 two	
main	 themes:	 intentionality	 and	 intense	 emotions.	 In	 the	 first	 theme,	 the	
stakeholder	 interest	 was	 related	 to	 an	 intention	 of	 having	 relation	 to	 local	
partners,	 to	"label"	 the	 festival	with	 the	 trademark,	 to	save	expenses	with	a	win-









f. The	 selection	 of	 the	 venue	 was	 a	 clear	 manifestation	 of	 the	 music	 festival	
organizers	 intentionality	 to	 generate	 an	 unique	 experience	 in	 all	 the	 festivals	
analysed.	




2. 	When	music	 is	 in	 the	 centre	 of	 the	music	 festival,	 the	 intensities	 of	 the	 cultural	
impact	and	the	emotional	impact	correlates	positively.	
3. The	CIPE	served	to	measure	the	cultural	impact	on	the	cultural	identification	and	
emotions	 in	 the	 context	 of	music	 festivals	 along	with	 the	 analysis	 of	 the	 festival	
organizers	perspective.		
Therefore,	 the	 application	of	 the	CIPE	 in	 the	 context	of	music	 festivals	demonstrated	 its	
capacity	to	analyse	the	emotions	implied	in	the	music	festival	experience	combined	with	
the	evaluation	of	cultural	impacts	and	its	intentionality.	This	model	allowed	the	author	to	
measure	 and	 analyse	 the	 cultural	 impact	 on	 the	 different	 cultural	 identifications	 of	 the	
individuals	related	to	the	emotions	felt	during	different	music	festival	experiences.		
As	mentioned	in	the	introduction	of	this	chapter,	these	conclusions	should	be	considered	
as	 provisional,	 orientative	 and	 opened	 to	 subsequent	 contrast	 research	 or	 alternative	
studies.	 Thus,	 the	 next	 section	 will	 forecast	 and	 recommend	 some	 suggestions	 and	
precautions	 in	 the	 application	 of	 the	models	 and	 the	 possible	 bias	 observed	 during	 the	
process	of	analysis.	
9.4 Precautions	and	recommendations	
This	 section	aims	 to	deal	with	 the	possible	methodological	 limitations	of	 this	 conclusive	
chapter	and	offer	some	suggestions	for	the	optimization	on	future	applications	of	the	CIPE	
as	 aimed	 in	 the	 fourth	 stage	 of	 this	 dissertation.	 The	 elements	 presented	 in	 the	 actual	
dissertation	should	be	understood	 in	 the	context	of	 the	data	analysed,	 from	the	 festivals	
studied	 and	 taking	 into	 account	 possible	 precautions	whether	 on	 the	 application	 of	 the	
gathering	methodologies	or	the	conceptual	statements	presented	in	the	firsts	chapters.	
The	limitations	presented	are,	mainly,	in	relation	with	the	application	on	the	cases	of	the	
models	 of	 analysis	 EIE	 and	 CIPE.	 It	 should	 be	 admitted	 the	 possible	 biases	 of	 the	
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quantitative	 analysis	 since	 the	 sample	 had	 a	 limited	 extension	 of	 representativity.	 The	
emotional	 impact	 presented	 limitations	 from	 the	 conceptual	 basis	 because	 of	 its	
limitations	 on	 the	 identification	 of	 emotions	 since	 they	 were	 based	 on	 a	 scale	 of	 the	
aesthetic	 appreciation	 of	music.	 Along	with	 that,	 the	 emotional	 impact	 cannot	 compare	
results	with	different	work	art	based	events	since	the	emotion	scales	are	based	only	in	the	
specific	work	art	of	the	event.	Therefore,	the	EIE	is	able	to	compare	events	with	the	same	
work	art	exposed	but	not	with	difference.	 In	addition,	 the	EIMF	can	present	a	 limitation	
related	with	 the	STOMP	 list	 in	which	 the	attendant	had	 to	 select	 from	a	closed	 list	 their	
preferences	 and	 consequently,	 in	 a	 limited	 consideration.	 These	 closed	 responses	 could	
provoke	limited	results	on	the	identification	of	these	elements.	
However,	the	Emotional	Impact	of	cultural	Events	(EIE)	is	a	way	of	relating	the	experience	
of	 the	 cultural	 event	 with	 the	 emotions	 implied.	 Clearly,	 the	 EIE	 is	 not	 pretending	 to	
reduce	 the	music	 festival	 experience	 to	 emotions	 but	 to	 help	 on	 the	 description	 of	 the	
emotions	 and	 their	 intensity	 during	 the	 experience.	 In	 the	 context	 of	 specific	 music	
festivals,	 these	 emotions	 are	 due	 to	 the	 music	 but	 in	 other	 typologies	 of	 festivals	 this	
importance	 may	 change	 the	 set	 of	 emotions	 to	 be	 evaluated,	 as	 demonstrated	 in	 the	
participant	observation	of	the	test	cases.	Moreover,	the	conceptualization	of	the	EIE	in	this	
thesis	was	applied	in	music	festivals,	as	mentioned	in	Chapter	5,	for	each	cultural	event	it	









the	 life	of	 individuals	 'push'	 to	escape	 from	the	monotonous.	These	considerations	were	








At	 the	 same	 time,	 some	 limitations	 need	 to	 be	 considered	 in	 the	 interplay	 between	 the	
cultural	 impact	 and	 the	 emotions.	 The	 applied	model	 constrained	 the	 emotional	 impact	
due	to	music	experience	and	consequently,	this	conception	of	the	emotional	impact	can	be	
only	applied	 in	 live	music	events.	Moreover,	 the	definition	of	 the	process	of	 the	 cultural	
identification	might	be	clear	in	the	present	dissertation,	however	it	might	be	a	problematic	
term	for	the	operativity	of	the	model,	and	at	the	same	time,	the	different	items	contained	
in	the	definition	of	 the	cultural	 impact	might	be	also	problematic	 for	the	comprehension	
by	the	potential	interviewee	since	they	are	complex	and	numerous	definitions	to	analyse.	
The	biases	could	be	also	present	in	the	application	of	the	analysis	of	the	qualitative	data,	
its	 gathering	methodologies	and	 its	 analysis,	namely:	 the	 interviews,	 the	visual	&	digital	
ethnography	 and	 the	 content	 analysis.	 Firstly,	 the	 analysis	 of	 the	 interviews	 and	 visual-
digital	 ethnographies	 required	 the	 interpretation	 of	 the	 data	 through	 the	 eyes	 of	 the	
author	 who,	 obviously,	 intended	 to	 be	 as	 much	 as	 impartial	 as	 possible.	 Secondly,	 the	
description	of	the	visual	&	digital	ethnography	implied	several	decisions	which	implied	a	
way	of	 looking	 to	 the	 reality	of	 the	 festival.	Then,	 certainly,	 the	data	 compiled	 implied	a	
personal	perspective	which,	inevitably	includes	biases.		
The	link	between	intense	peak	moments	with	the	cultural	impact	was	strong,	however	it	
should	 be	 seen	 not	 as	 the	 only	 consequence	 of	 the	 intense	 emotion.	 Is	 linked	
bidirectionally,	which	means,	 the	cultural	construction	of	emotions	has	an	effect	on	how	









considers	 that	 a	 longitudinal	 analysis	 not	 only	 culturally	 but	 also	 temporally	may	 clear	







Thanks	 to	 the	 study	 of	 the	 different	 cases	 and	 the	 process	 of	 evaluation,	 the	 author	
proposes	 new	 questions	 or	 new	 starting	 points	 for	 further	 analyses.	 In	 the	 following	
points	 are	 presented	 these	 future	 lines	 that	 might	 be	 interesting	 to	 develop	 future	
research:	
● To	 help	 in	 building	 loyal	 audiences.	 As	 introduced	 in	 chapter	 3,	 section	 3.3.,	 the	
interest	 in	 the	 recognition	 of	 Intense	 Music	 Experience	 will	 help	 to	 understand	





goers.	 Then,	 the	 identification	 of	 these	 special	 moments	 may	 help	 in	 this	
recognition	for	the	festival	stakeholders	in	finding	the	"new	loyals,"	
● To	understand	how	the	emotions	are	 intrinsic/extrinsic	constructed	 in	 the	event	
experience	(by	cultural	means).	Since	the	validation	of	the	correlation	between	the	
two	variables	(Emotions	intensity	and	cultural	impact	intensity)	may	be	in	the	two	
directions,	 the	more	 the	 intensity	 of	 the	 emotions,	 the	more	 the	 intensity	 of	 the	
cultural	 impact,	but	also	the	other	way	around.	Then,	the	cultural	construction	of	
emotions	is	relevant.	The	emotions	are	not	only	constructed	by	deep	meanings	or	
values	 of	 the	 personal	 identity,	 they	 are	 transcultural	 or	 universally	 perceived.	
These	 phenomena	may	 use	 a	modified	 version	 of	 the	 CIPE	 in	 order	 to	measure	
how	 this	 relation	 is	 constructed	 but	 also	 a	modified	 version	 of	 the	 EIE	with	 the	
AESTEMOS	 scale	 of	 emotions.	 This	modified	 versions	may	 help	 to	 apply	 the	 the	
CIPE	 and	 EIEto	 different	 typologies	 of	 music	 festivals	 with	 extensive	
representability	and	 temporality.	There	are	a	wide	sample	of	music	 festivals	and	
with	 extended	 audiences	 which	 may	 give	 representative	 results.	 In	 addition,	 a	
longitudinal	 study	covering	 two	elements:	 the	multiculturality	and	 the	 long	 term	
effect	 of	 the	 impact.	 This	 extensive	 analysis	may	 enable	 to	 understand	 the	 long	
term	effect	of	the	experience	thanks	to	intense	emotions	
● Understand	 and	 measure	 the	 intangibility	 of	 impact	 of	 the	 events	 in	 a	
conceptualization	 of	 the	 identity	 of	 a	 city.	 The	 analysis	 of	 the	 intentionality	






the	 evaluation	 of	 the	 cultural	 impacts.	 The	 CIPE	 brings	 information	 about	 the	
emotions	and	the	intensity	of	impact	that	might	be	related	to	the	concepts	of	well-
being.	The	concept	of	Subjective	Well	Being	(SWB)	understood	as	the	composition	
of	 several	 elements	when	measuring	 happiness	 (Dener,	 2000)	 has	 an	 important	
focus	on	 the	positive	emotions	evaluation.	As	Yolal	 et	 al.(2016)	 reports	 the	SWB	
improves	thanks	to	the	participation	on	the	festivals	citing	Getz(2015)	and	in	the	
music	festivals	(Ballantyne	et	al.,	2014).	Moreover,	Crom(2015)	on	his	analysis	of	
music	 practice	 and	 participation,	 using	 PERMA	 from	 Seligman(2010),	 concludes	
that	 this	activities	contribute	 to	 live	a	 flourishing	 life	with	a	positive	 influence	 in	





thanks	 to	 the	music	 and	 consequently	 help	 to	 enhance	 the	 quality	 of	 life	 of	 the	
citizens	of	a	city.	
● As	 introduced	 in	 Chapter	 2,	 section	 2.1.1,	 the	music	 preferences	 are	 attached	 to	
different	functions	of	music	or	moreover,	might	be	related	to	different	personality	




● Understand	 the	 effect	 and	 the	 evaluation	of	 the	mood	 in	 the	participation	of	 the	
live	 music	 events	 may	 be	 an	 interesting	 incorporation	 to	 the	 CIPE.	 This	 can	 be	






● It	 might	 be	 illustrative	 to	 incorporate	 more	 basis	 in	 the	 origin	 of	 emotions,	 for	
instance,	 in	 the	 effect	 of	 drugs	 and	 alcohol	 depending	 on	 the	 festival	 analysed.	
These	 elements	may	 have	 an	 effect	 on	 the	 experience	 and	 should	 be	 taken	 into	
consideration	 but	 also	 other	 elements,	 for	 instance,	 related	 to	 the	 frequency	 of	
participation	in	a	music	festival,	the	mood	or	the	expectations	before	the	festival.	
● Analyse	 the	 effect	 of	 tourism	 on	 the	 attendance	 of	 the	 festivals,	 mainly	 in	 the	
massive	festivals.	Since	there	is	quantitative	data	which	describes	Spain	as	one	of	
the	first	places	in	which	tourists	come	to	participate	in	music	festivals.	
● Analyse	 the	peculiarities	of	 the	community	within	 the	music	 festival.	As	 found	 in	
the	 interviews,	 the	 festival	 is	an	opportunity	 to	create	effective	 links	with	others	
though	not	perdurable.	In	the	line	of	Bauman	it	may	be	inferred	a	new	concept	of	




This	 can	 be	 complementing	 the	 comprehension	 of	 the	 effect	 of	 the	 source	 of	
emotions	depending	on	the	different	music	style	preferred.	This	might	be	relevant,	
for	 instance,	 in	 order	 to	 understand	 the	 relation	 between	 the	 music	 style,	 the	
structure	of	the	songs,	the	effect	of	the	setlist	of	the	concert	in	the	responses	of	the	
audience	or	the	use	of	alcohol	and	drugs.	
Therefore,	 from	 this	 research,	 from	 the	different	 aspects	 that	have	been	exposed	 in	 this	











its	value	but	also	with	 the	support	of	 the	 local	authorities	 in	 its	safe	 implementation.	As	
argued	 before,	 the	 strong	 emotional	 bonding	 with	 cultural	 identitarian	 elements	
of/with/between	the	individuals	provoked	by	the	experience	of	music	festivals	can	be	an	
opportunity	 to	 strengthen	 a	 wounded	 community	 with	 reduced	 chances	 to	 celebrate.	
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4. In	 "El	 Pais":	
https://elpais.com/cultura/2018/12/14/actualidad/1544780785_22292
4.html	




1) Why	 music	 matters:	
https://www.youtube.com/watch?time_continue=108&v=v1ddLqymqrs	
2) Festivals	 and	 technology:	 https://www.uktech.news/news/technology-trends-give-
festivals-life-beyond-physical-now-20160727	
3) Asociación	de	Promotores	Musicales	de	España:	www.apmusicales.com	

















a) 	on	 the	 consumption	 in	 the	 entertainment:	
https://www.pwc.co.uk/industries/entertainment-
media/insights/entertainment-media-outlook.html	
b) On	 industries	 advertising:	
https://www.pwc.com/gx/en/industries/tmt/media/outlook.html	
c) About	 the	 	 CEOS	 and	 the	 new	 paradigm	 of	 consumption:	
https://www.pwc.com/gx/en/ceo-
agenda/ceosurvey/2018/gx/industries/media.html	
d) Blockchain	 and	 the	 music	 industry:	
https://www.pwc.co.uk/industries/entertainment-media/insights/blockchain-
recording-music-industry.html	


















f) Isle	 of	 Wight	 Festival	 13-16	 June	 2019	 -	 Isle	 of	 Wight	 Festival:	
isleofwightfestival.com	




i) Ticket	 Prices	 of	 the	 festivals:	
https://elpais.com/cultura/2018/04/17/miss_festivales/1523980800_445188.ht
ml	






l) What	 is	 consumed	 in	 music	 festivals:		
https://elpais.com/cultura/2017/10/25/miss_festivales/1508950574_222139.ht
ml	








10) Worldwide	 sales	 of	 promoters:	
https://www.pollstar.com/Chart/2018/12/2018YearEndWorldwideTicketSalesTop1
00Promoters_691.pdf	
11) Leading	 music	 promoters	 worldwide:	
https://www.statista.com/statistics/304982/leading-music-promoters-worldwide/	





15) Global	 ticket	 sales	 on	 the	music	 industry:	 https://www.iq-mag.net/2019/09/global-
live-music-ticket-sales-top-25bn-pwc-outlook-2019/#.Xd5PcjJKjVo	
16) Music	 industry	 data	 in	 Statista:	
https://es.statista.com/sectores/1178/tema/1546/musica/	
17) Business	 of	 music	 festivals	 in	 Time:	 https://time.com/5651255/business-of-music-
festivals/	
18) Streaming	 platforms	 for	 Classical	 Music:	 online	 streaming	 platforms	 for	 classical	
music:	
a) Idagio:	https://www.idagio.com/de/	



















































o Factoria	 del	 ritmo:	 https://www.lafactoriadelritmo.com/bbk-live-
2018/galeria-de-fotos-11-12-y-13-de-julio-en-bilbao-parte-
ii/gbbklive2018p02-07/	
o BBK	 desde	 Bilbao:	 http://www.rockinbilbo.com/florence-y-childish-
gambino-eclipsan-otras-propuestas-interesantes-en-la-primera-jornada-
del-bbk-live/	




o Performance	 of	 Morgan	 BBK:	
https://www.youtube.com/watch?v=InYvuYwKzFY	






















































! After	 Music:	 	 http://aftermusiic.blogspot.com/2018/06/lasai-el-
espacio-que-baja-las.html	
! En	 el	 periodico	 "El	 Correo":	
https://www.elcorreo.com/festivales/bilbao-bbk-live/lasai-
akelarre-bilbao-20180607131333-nt.html	











































! Cigarretes	 after	 sex	 video:	
http://onevidtube.com/watch/cigarettes-after-sex-bbk-live-
2018_8WTkRRQusMB5rwH.html	
! Childish	 Gambino:	 https://www.elcorreo.com/festivales/bilbao-
bbk-live/childish-gambino-decreta-20180712231710-nt.html	
! Bilbao	 en	 vivo,	 13th	 july	 2018:	
https://bilbaoenvivo.wordpress.com/2018/07/13/13o-bbk-live-
childish-gambino-maria-arnal-i-marcel-bages-xxx/	
! Instagramers	 bbk:	 http://gramha.com/explore-
hashtag/bbkfestival	
! BBK	 cues:	 https://www.elcorreo.com/festivales/bilbao-bbk-
live/largas-colas-subir-20180712170855-nt.html	
! BBK	 live	 in	 local	 TV,	 ETB:	
https://www.eitb.eus/es/videos/detalle/922611/video-bilbao-
bbk-live--largas-colas-subir-kobetamendi/	






o Performance	 of	 Childish	 Gambino	 in	
BBK:		https://www.facebook.com/bilbaobbkliveoficial/videos/101567079
79687932/	
o Childish	 “This	 is	 America”:	 https://www.youtube.com/watch?v=3NyKMJ-
R0A;		





o Demand	 on	 the	 BBK	 about	 the	 problems	 with	 the	 electronic	 wrist	 tag.:	
https://www.youtube.com/watch?v=52TAbCIZops&feature=youtu.be&a=	
o https://www.mondosonoro.com/festivales-musica/bilbao-bbk-live/	
o Bad	 sounds	 in	 Firestone:	
https://www.youtube.com/watch?v=ioC_ugvzPFo;	
https://www.youtube.com/watch?v=oON0mGinucQ	








o Data	 on	 the	 2016	 edition:	 https://www.elcorreo.com/festivales/bilbao-
bbk-live/201607/14/bilbao-live-2016-genera-20160714161341.html	





















• Balance	 Jazzaldia	 in	 Diario	 Vasco:	
https://www.diariovasco.com/culturas/jazzaldia/balance-espectadores-jazzaldia-
20180730122203-nt.html	
• General	 official	 balance	 of	 the	 2018	 edition:		
https://heinekenjazzaldia.eus/es/noticias/superlativa-calidad-artistica-y-muy-
entusiasta-respuesta-del-publico-definen-el-resultado-del-53-heineken-jazzaldia/	
• Diario	 vasco	 and	 artist	 in	 Jazzaldia:	
https://www.diariovasco.com/culturas/jazzaldia/jazzaldia-musicos-banan-
concha-20180730075410-nt.html	
• Diario	 vasco,	 the	 end	 of	 Jazzaldia:	
https://www.diariovasco.com/culturas/jazzaldia/jazzaldia-colofon-
20180730065640-nt.html	

























o Agenda	 diario	 vasco:	 https://agenda.diariovasco.com/evento/quincena-
musical-2018-programa-608732.html	
o History	 in	 the	 local	 newspaper	 "Diario	 Vasco":	
https://www.diariovasco.com/pg060706/prensa/noticias/Cultura/20060
7/06/DVA-CUL-254.html	
o History	 of	 San	 Sebastian	 and	Quincena	 in	 the	 local	 newspaper	 of	 "Diario	
Vasco":	 https://www.diariovasco.com/v/20100818/san-
sebastian/lamentos-unica-opera-quincena-20100818.html	












• Twitter	 Quincena	 Musical:	
https://twitter.com/QuincenaMusical/status/1024570148454322176	
• Statistics	 Basque	 country:	
https://es.wikipedia.org/wiki/Instituto_Vasco_de_Estad%C3%ADstica	
• Summary	 of	 the	 historic	 value	 in	 a	 local	 newspaper:	
https://www.noticiasdegipuzkoa.eus/2019/07/11/ocio-y-cultura/la-quincena-
musical-desde-los-tiempos-de-mussolini#Loleido	
• Wikipedia	 of	 Quincena	 Musical:	
https://es.wikipedia.org/wiki/Quincena_Musical_de_San_Sebastián	
• Historic	 productions	 of	 Quincena:	 https://www.beckmesser.com/80-anos-
quincena-donostiarra/	
• The	 beginnings	 of	 the	 festival	 in	 Eusko	 Ikaskuntza:	 http://aunamendi.eusko-
ikaskuntza.eus/es/quincena-musical-donostiarra/ar-105356/	
• Interview	 to	 the	 festival	 director,	 PAtrick	 Alfaya	 in	 Gara:	
https://gara.naiz.eus/paperezkoa/20130903/420547/es/No-podremos-
aguantar-mas-cuatro-anos-este-modelo-festival	
• Official	 newsletter	 of	 the	 festival:	 Boletin	 del	 festival	 37	 y	 otros:	
https://www.quincenamusical.eus/archivo/	
• Journal	of	the	festival:	https://www.quincenamusical.eus/editoriales/	





























o Theatre	 Victoria	 Eugenia	
https://www.victoriaeugenia.eus/100urte/laredsocial_historia_1983.html	
o Francisco	 Ferrer:	 http://www.eresbil.com/sites/fondos/es/a163-
francisco-ferrer/	
o History	 of	 the	 city	 in	 Eusko	 ikaskuntza:	 http://aunamendi.eusko-
ikaskuntza.eus/eu/donostia-san-sebastian-historia/ar-45908/#144169	
o History	 of	 the	 Basque	 Country	 of	 the	 Eusko-Ikaskutnza:	
http://aunamendi.eusko-ikaskuntza.eus/en/artikulua/ar-154222/	





o The	 Agreement	 of	 San	 Sebastian:	
https://en.wikipedia.org/wiki/Pact_of_San_Sebasti%C3%A1n	
o http://aunamendi.eusko-ikaskuntza.eus/en/artikulua/ar-154222/	
o History	 of	 San	 Sebastian	 in	 Wikipedia:	
https://es.wikipedia.org/wiki/Historia_de_San_Sebastián	 and	 in	
https://en.wikipedia.org/wiki/San_Sebastián	
o Data	 Kursaal	 in	 "EL	 Pais":	
https://elpais.com/cultura/2017/08/17/actualidad/1502956123_04054
5.html	





o 	Terrorist	 Group	 Profiles.	 DIANE	 Publishing.	 1	 August	 1989.	 pp.	37–
.	ISBN	978-1-56806-864-0.	Retrieved	30	January	2011.	




o 	Hamilos,	 Paul	 (8	 March	 2008).	"Spain	 cancels	 election	 rallies	 after	
murder".	The	Guardian.	London.	Retrieved	2	May	2010.	
o "Spanish	 prosecutor	 shot	 dead".	BBC	News.	 9	 October	 2000.	 Retrieved	27	
March	2010.	
o Simons,	 Marlise.	 (18	 July	 1997)	Spain	 Turns	 on	 Rebels	 With	 Outrage	 –	
NYTimes.com.	The	New	York	Times.	Retrieved	on	30	January	2011.	
o "Lista	 de	 víctimas	 mortales".	Ministerio	 del	 Interior	(in	 Spanish).	 Archived	
from	the	original	on	15	September	2010.	Retrieved	19	September	2010.	
o "Datos	 significativos	 del	 conflicto	 vasco,	 1968–2003".	Eusko	 News	(in	
Spanish).	2003.	Retrieved	19	January	2011.	



























































































































































What	 are	 your	 tasks	 and	 responsibilities	 before,	 during	 and	 after	 the	
music	festival?	
What	 are	 the	 interests	 of	 the	 partners,	 stakeholders	 for	 the	 music	
festivals?	 Do	 they	 influence	 in	 the	 programme	 or	 organization	 of	 the	
event?	Commercial,	politic,	cultural	or	social	interests?	
As	 a	 private	 institution	 how	 is	 dealing	 the	 interest	 of	 the	 cultural	with	
the	business	model?	













How	 would	 you	 define	 the	 types	 of	 impact	 the	 festival	 is	 generating?	
Economic	 Impact?	 Environmental	 Impact?	 Social	 Impact?	 Cultural	
Impact?	
Do	you	care	about	the	emotions	that	the	participant	is	having?	How?	
































analysed	 by	 the	 comparison	 of	 the	 experiences	 between	 the	 interviewed	 that	 mainly	




1. Establish	the	rules	of	 inference.	These	rules	of	 inference	were	on	the	basis	of	the	




ii. The	 music	 preferences	 intensify	 the	 cultural	 impact	 and	 the	
emotions.	
b. The	objectives	of	the	music	festival	organizers	included	specific	objectives	




the	 main	 themes	 of	 each	 rule	 under	 the	 names:	 "Cultural	 Impact",	 "Emotions",	
























































3. The	author	coded	the	 interviews	in	order	to	 find	recurring	themes	 in	the	data184.	
These	 topics	 came	 from	 the	 different	 discourses	 of	 the	 texts	 and	 generated	 the	








was	 coded;	 secondly,	 recurring	 codes	 were	 clustered	 together	 with	 the	 aim	 to	
capture	meaning	in	the	dataset;	lastly,	each	cluster	was	named	with	a	category	or	
subcategory	 depending	 on	 the	 relation	 between	 the	 themes.	 Those	 codes	 not	
related	to	any	category	were	grouped	under	the	supercategory	"Side	Elements".	
4. An	 interpretative	 analysis	 was	 conducted	 to	 relate	 the	 subcategories	 and	
categories	with	the	supercategories,	in	this	way	it	was	joined	the	definitions	from	
the	 hypotheses	 with	 the	 data.	 Moreover,	 a	 value	 was	 sized	 in	 two	 variables	 for	





5. 	The	 author	 came	 up	 with	 the	 relevant	 inferences	 on	 the	 basis	 of	 the	 different	
topics	 and	 developed	 the	 relations	 between	 the	 different	 concepts	 following	 the	
rules	of	inference.	Then,	the	objective	B	could	be	complied	
These	five	steps	constituted	the	guideline	of	the	analysis.	The	following	sections	describe	
the	 construction	 of	 the	 clusters	 of	 topics	 or	 categories	 (as	 mentioned	 in	 step	 3),	 the	
interpretation	 of	 relations	 between	 these	 categories	 and	 the	 established	
supercategories(step	 4)	 and	 how	 this	 can	 be	 represented	 in	 a	 graphic	 of	 relations.	 The	
relevant	inferences	were	showed	in	chapter	6.	
1.	 Description	 of	 the	 emergent	 themes	 across	 cases:	 categories	 and	
subcategories	
As	mentioned	in	the	third	step	of	the	description	of	the	content	analysis	was	considered	to	
be	 inductive	 following	 and	 it	was	 decided	 to	 apply	 the	 classical	 structure	 of	 a	 thematic	
analysis.	The	thematic	analysis	is	a	robust	methodology	to	understand	the	perceptions	of	
the	 interviewed	 and	 it	 is	 can	 be	 used	 in	 the	 psychological	 analysis	 (Braun	 and	 Clarke,	
2006;	Guest,	MacQueen,	Namey,	 2011).	 Summarily,	 this	methodology	 can	be	 applied	 for	
the	data	analysis	as	described	in	Braun	and	Clarke	(2006,	p.87):	

















the	 thematic	 analysis	 consisted	 in	 a	 first	 reading	 of	 each	 interview	 understanding	 the	
general	perspective	of	the	individual.	The	second	reading	identified	the	main	topics	and	a	








Summarily,	 the	 main	 subcategories	 and	 categories	 are	 presented	 in	 relation	 with	 the	
topics	 clustered	 from	 the	 ten	 interviews	 to	 the	 festival-goers.	 Some	 of	 the	 titles	 of	 the	
categories	 are	 taken	 from	 the	 theoretical	 background	 of	 the	 analysis	 of	 the	 cultural	




































The	 experience	 and	 existence	 of	 the	 music	 festival	 became	 an	 opportunity	 to	 build	 a	





























































































































































































































































































































































































































































































































































Within	 the	 category	 "emotions"	 it	 is	 covered	 all	 the	 description	 of	 emotions	 the	
interviewed	named	or	commented,	they	will	be	specifically	presented	with	the	codes.	The	
emotions	 were	 asked	 to	 centre	 in	 the	 experience	 of	 music,	 but	 as	 the	 reader	 will	 see,	
sometimes	the	answers	elaborate	on	the	experience	or	in	elements	not	directly	related	to	





























































































The	 role	 of	 expectations	was	 described	 by	 one	 case.	 Although,	 this	 element	 is	 in	 strong	
















of	 the	 interviewee	 in	 a	 music	 festival.	 They	 described	 this	 experiences	 with	 several	





surroundings.	 This	 experience	 is	 not	 only	 something	 sensitive	 but	 also	 related	 to	 the	


























































































































































































This	 topic	 covers	different	perspectives	on	how	 festival	participation	affects	 the	musical	




This	 elements	 linked	 to	 the	 music	 preference	 influenced	 the	 emotional	 link	 to	 the	















































































































































































































The	 economic	 interest	 is	 a	 name	 to	 express	 the	 perceived	 intentionality	 by	 the	
interviewed	on	the	economical	elements	of	the	music	festival.	Most	of	the	codes	related	to	
these	topics	considered	the	music	 festival	as	a	tool	 to	enrich	the	organizers	of	 the	music	

































































as	 a	 negative	 element	 which	 annoyed	 them	 during	 the	 experience	 of	 the	 festival	 and	
demonstrate	 a	 lower	 cultural	 level.	 Lastly,	 the	use	of	 substances	as	 a	part	of	 those	peak	


















































































This	 category	 is	 relevant,	 as	 in	 the	 previous	 topic,	 because	 enhanced	 the	 emotional	
element	of	the	experience	(the	half	of	the	answers	related	this	social	experience	with	the	
feelings	 or	 emotions).	Moreover,	 as	 Ray	 commented,	 the	 social	 experience	 helped	 to	 be	
united	 with	 the	 others	 and	 helped	 to	 culturally	 identify	 one	 to	 another.	 Then	 it	 is	

















































































































































This	 theme	encompasses	everything	 that	goes	 into	 the	 festival's	accessory	elements:	 the	
moment	it	is	celebrated,	the	place,	the	circumstances,	and	everything	that	helps	to	create	a	
festival	 atmosphere.	Within	 this	 category	 there	 are	 positive	 and	 negative	 elements.	 The	
positive	 aspects	 of	 the	 festival	 include:	 the	 placement	 of	 the	 venue,	 the	 cultural	
background	 of	 the	 groups	 that	 will	 play,	 the	 possibility	 of	 camping	 or	 the	 simply	































Highlights	 include:	 the	downside	of	massive	events,	 the	drug	abuse,	 the	 fact	 that	people	
talk	 at	 concerts,	 the	music	 group	 playing	 badly,	 the	 invasive	 presence	 of	 sponsors,	 and	





















































































The	 novelty	 reflects	 the	 desire	 of	 people	 to	 discover	musical	 proposals	 unknown	 to	 the	





























Here	 it	 is	 presented	 the	 final	 structure	 of	 categories	 established	 in	 relation	 with	 the	








































heterogeneous	 sample	 of	 festival-goers.	 However,	 those	 categories	 emerged	 in	 relation	
with	the	questions	of	the	cultural	 impact	can	be	classified	according	to	the	definitions	of	
the	 specific	 five	 cultural	 impacts.	 These	 categories	 are:	 opportunity	 to	 develop	 cultural	






the	 concept	 of	 Identity	 since	 are	 playing	 an	 important	 role	 in	 the	 process	 of	 the	
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development	of	some	cultural	elements	of	 the	 identity	 like:	music	 liking,	development	of	
skills,	 building	 a	 sense	 of	 community	 and	 in	 general,	 a	 process	 of	 identity	 development.	
Moreover,	 this	 process	 can	 be	 understood	 as	 negative	 because	 of	 the	 effect	 of	 the	
globalization,	the	loss	of	authenticity	or	the	separation	from	the	regional	identity.	
Another	 set	 of	 categories	 that	 might	 be	 clustered	 in	 a	 cultural	 impact	 definition	 were:	





Finally,	 there	 two	 set	of	 categories	 that	 can	be	 joined	because	 they	have	 the	 same	main	
topic	 but	 with	 a	 positive	 or	 negative	 valuation.	 These	 are:	 "cultural	 enrichment"	 -
"disinformation"	 and	 "preservation	 of	 cultural	 traditions"	 -	 "loss	 of	 cultural	 traditions".	
The	 first	 can	be	understood	 as	 the	 Information/Disinformation	 cultural	 impact	whereas	
the	 second	can	be	 suited	 in	 the	Preservation/loss	of	 cultural	 traditions	presented	 in	 the	
definitions	of	the	second	step	of	the	content	analysis.	


















the	 final	 structure	 of	 categories	 and	 subcategories	 which	 constructed	 the	 final	













the	 cultural	 impact.	 Based	 on	 Colombo	 (2106),	 these	 five	 referred	 to	 specific	 items	
describing	 how	 each	 impact	 might	 be	 recognized.	 Each	 impact	 contained	 a	 double	
definition,	one	 for	 the	positive	consideration	of	 the	 impact	and	another	 for	 the	negative.	
This	means	ten	definitions	regarding	the	different	cultural	impacts.	These	definitions	were	
confronted	 with	 descriptions	 that	 emerged	 from	 the	 data	 and	 appeared	 to	 be	 similar	
except	for	one	missing	concepts.	This	void	was	in	the	"Cultural	Impact	on	Ghetto	Creation"	
which	 referred	 to	 the	 negative	 consideration	 of	 the	 impact	 on	 social	 integration.	 As	
explained	 previously,	 the	 interviewee	 was	 able	 to	 elaborate	 on	 the	 impact	 he	 or	 she	
considered	 to	be	 important.	Consequently,	 the	no	appearance	of	 any	category	 related	 to	
this	effect	might	be	a	sign	of	the	nonexistence	of	this	impact.	
As	 presented	 in	 the	 conceptual	 framework,	 the	 definitions	 of	 identity	 regarding	 culture	
might	 be	 comprehended	 as	 processes.	 So,	 it	 was	 argued	 in	 chapter	 2	 that	 was	 more	
suitable	for	this	research	to	talk	about	cultural	identification	rather	than	the	construction	
of	 the	 cultural	 identity.	 Then,	 the	 category	 "Identity"	 can	 be	 renamed	 as	 "Cultural	
identification"	not	only	because	of	the	basis	of	the	theoretical	framework	but	also	because	
of	the	interviewed	described	processes	about	culture	during	the	experience	of	the	festival.	








In	 summary,	 the	 categories	 and	 subcategories	 related	 to	 the	 general	 concept	 of	 the	
"Cultural	 Impacts"	 contained	 the	 four	 definitions	 of	 the	 couple	 concepts:	 Information	 -	
Disinformation,	cultural	 identification-negative	cultural	 identification,	preservation	-	 loss	
of	cultural	traditions,	social	cohesion/integration	-	exclusion.		Then	it	can	be	established	-	
based	on	the	conceptual	 framework	and	meeting	the	descriptions	of	 the	codes	extracted	
from	 the	 interviews	 -	 the	 supercategory	 of	 "Cultural	 Impact"	 which	 embraces	 the	 four	
main	specifications	of	 the	effect	 regarding	culture	perceived	by	 the	 interviewed	 festival-
goer.	
B. Emotions	




these	 emotions	 (and	 the	 existence	 of	 peak	 experiences),	 and	 the	 relation	 between	 their	
cultural	background	or	identity.	
The	subcategories	 that	emerged	 from	the	 interviews	describe	specific	emotions	 that	can	
be	 comprehended	 in	 the	 definition	 of	 the	 supercategory.	 Moreover,	 the	 existence	 of	








The	 definition	 of	 this	 supercategory	 was	 based	 on	 the	 literal	 and	 original	 definition	 of	
peak	experiences	which	is	also	the	base	of	the	IME	definition	from	Schäfer	et	al.	(2013):	
	"A	highly	valued	experience	which	is	characterized	by	such	intensity	of	perception,	depth	





which	 required	 information	about	 those	special	moments	with	music	during	 the	 festival	
experience.	 The	 codes	 described	 these	 moments	 with	 several	 common	 key	 concepts	
related	to	music:	harmony,	goosebumps,	sensory	experience,	happiness,	or	transcendence.	
At	a	 first	glance,	 these	categories	describe	 special	moments	 concerning	 the	music	 in	 the	
live	 event.	 These	 special	 experiences	 were	 related	 to	 music,	 to	 the	 band,	 to	 the	 social	
experience	 but	 there	were	 described	 as	 an	 "explosion"	 or	 a	 peak	moment	 in	which	 the	
perception	 and	 profound	 feelings	 arose.	 Moreover,	 the	 descriptions	 of	 the	 interviewed	
contained	elements	of	the	Intense	Music	Experiences	(Schäfer	et	al.	2013)	model	of	peak	
experiences	 with	music:	 harmony	 and	 transcendence.	 These	 elements	might	 be	 related	





festival	 or	 cultural	 expressions.	 This	 cultural	 value	 can	 be	 represented	 with	 cultural	
elements	 described	 in	 the	 interviews:	 the	 music	 bands,	 the	 feeling	 of	 being	 part	 of	 a	
community,	the	influence	of	previous	music	liking,	and	the	live	experience	or	the	impulse	
to	 build	 a	 tradition	 of	 going	 to	 more	 festivals.	 Therefore,	 it	 might	 be	 said	 that	 the	
emotional	intensity	that	brings	a	peak	moment	enhance	the	cultural	value	of	the	event	for	




specific	 memories	 related	 to	 a	 song,	 and	 the	 social	 experience.	 In	 short,	 the	 peak	












music	 represented	 in	 the	 festival,	 they	 have	 memorable	 experiences	 related	 to	 music	
which	 stuck	 in	 their	 memories.	 Therefore,	 they	 perceive	 a	 strong	 relationship	 between	
what	 they	 felt	 in	 the	 festival	 and	what	 they	 consider	 is	worth	 culturally.	This	 relation	 is	
established	 concerning:	 live	 music	 experience,	 the	 relevance	 of	 the	 event,	 the	 sense	 of	
belonging,	and	the	long-term	effect	in	the	memory.	
However,	 the	 description	 of	 this	 relation	 is	 also	 contained	 in	 the	 categories	 of	 cultural	
impact.	There	can	be	found	statements	which	established	a	relation	between	the	cultural	
impact,	 which	 are:	 to	 the	 cultural	 impact	 on	 the	 cultural	 identification	 with	 several	
elements,	the	community	pride	during	the	festival	influenced	the	emotions	(F0405,	07:28,	














described	 the	 following	 terms:	 social	 interest,	 massive	 industry,	 cultural	 interest,	
economical	interest,	the	foster	of	city	image,	political	interest,	and	heritage	preservation.	
The	 intentions	or	objectives	under	 this	category	were	 those	perceived	by	 the	attendants	
which	mean	interpretation	through	individual	paradigms	concerning	power,	organization	
views,	 professional	 experience,	 links	 with	 other	 organizations,	 or	 multiple	 different	
options	of	judging	the	perspective	of	an	organizational	entity.	The	interpretation	pursued	
in	 this	 section	 is	 only	 on	 the	 identification	 of	 the	 perceived	 impacts	 and	 not	 the	
interpretation	 from	 personal	 paradigms	 though	 it	 would	 be	 an	 enriching	 analysis.	 The	
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identification	 of	 these	 perceived	 objectives	 might	 include	 also	 specific	 ways	 of	
interpretation	which	are	the	matter	of	interest	of	the	following	paragraphs.	
Firstly,	 it	 was	 described	 (in	 the	 description	 of	 the	 themes)	 that	 some	 interviewed	
perceived	interest	to	promote	positive	social	values	expressed	by	the	following	ideas:	the	
festival	 is	 an	 opportunity	 to	 generate	 consciousness	 among	 environmental	 topics,	 the	
importance	to	the	city	is	holding	the	event,	the	event	it	is	also	an	opportunity	to	develop	
the	 town	 or	 to	 demonstrate	 the	 capacity	 to	 organize	 this	 type	 of	 events.	 These	 are	
intangible	elements	that	match	the	definitions	of	the	social	impacts	described	in	Delamere	




Secondly,	 seven	of	 the	 interviewed	described	 the	 effect	 of	 the	nowadays	music	 industry	
circumstances.	 Among	 these	 seven	 interviewed,	most	 of	 them	 referred	 to	 the	 big	 camp	
festivals.	The	 circumstances	are	 the	massive	music	 festivals	planning	due	 to	 the	drop	of	
recorded	music	 and	 the	 need	 of	 the	 bands	 to	 tour	 to	 have	more	 income.	 Consequently,	
they	 find	 that	music	 festivals	 had	 also	 a	 need	 to	 be	massive	 to	 be	 sustainable.	 So,	 they	
perceive	 music	 as	 an	 industry	 and	 music	 festival	 as	 a	 representative	 element	 of	 this	
industry.	This	element	of	 identification	can	be	also	connected	with	 the	other	category	of	
the	economical	interest	in	which	are	contained	those	observations	referring	to	the	interest	
of	 pursuing	 profitability	 in	 being	 massive	 events.	 Therefore,	 it	 might	 be	 said	 that	 they	
perceived	to	be	within	the	music	industry	as	an	element	of	its	surveillance,	and	also	they	
understood	the	need	to	support	this	industry.		
However,	 there	were	other	codes	which	supported	 the	dichotomy	between	 the	crowded	
festivals	with	 the	 exclusive-tiny	 festivals	 in	which	 the	 audience	 and	 the	musicians	were	
better	 connected	 and	 within	 a	 special	 atmosphere.	 This	 dichotomy	 was	 expressed	 on	
those	 individuals	 who	 participated	 in	 a	 lot	 of	 massive	 festivals	 and	 tried	 to	 find	 the	
authenticity	 of	 the	 music	 expression	 in	 other	 types	 of	 festivals.	 Then,	 it	 might	 be	 also	
observed	that	 there	 is	a	part	of	 the	experienced	audience	which	 is	quitting	these	type	of	
festivals	 and	 looking	 for	 original	 and	 unique	 experiences	 rather	 than	 the	 massive	 or	
industrial	 experiences.	 This	 dichotomy	 is	 describing	 a	 tension	 between	 those	 music	
festivals	 in	 which	 program	 a	 long	 list	 of	 artists	 where	 the	 festival-goer	 perceive	 to	
participate	 in	a	massive	 industry	promoting	 industrial	cultural	products	 from	those	who	







who	 considered	 the	 festival	 as	 a	 tool	 to	 bring	 new	 cultural	 content	 to	 the	 audience	
whereas	 others	 considered	 this	 cultural	 interest	 only	 as	 a	 way	 to	 promote	 the	 popular	
culture	or	mainstream	content.	These	two	considerations	established	a	relation	between	
the	perceived	intentionality	and	the	cultural	effect	on	the	festival-goer.	
Finally,	 the	 categories	 "City	 image,	political	 interest,	 and	heritage"	 can	be	 interpreted	as	
another	 further	 relation	between	 the	 intentionality	 perceived	 and	 the	 cultural	 effects	 of	
the	 experience	 of	 the	 festival.	 The	 first	 considered	 that	 the	music	 festival	was	 a	way	 to	
promote	a	specific	city	image	including	a	sense	of	city	pride	whereas	the	second	described	
a	 political	 interest	 in	 the	 promotion	 of	 regional	 or	 nationalistic	 values.	 These	 concepts	
described	 an	 interest	 to	 promote	 a	 city	 and	 regional	 values	 which	 are	 related	 to	 those	
elements	describing	the	cultural	impact	on	the	cultural	identification	described	in	chapter	




considered	 in	 the	 previous	 hypotheses	 under	 the	 definition	 "All	 those	 elements	 not	
considered	 in	 the	 previous	 definitions	 and	 relevant	 for	 the	 research".	 Then,	 it	might	 be	
observed,	 that	 they	are	 inductively	 inferred	 from	 the	 thematic	analysis.	The	main	 topics	
that	 emerged	were:	 alcohol	 and	 drugs,	 the	 social	 experience,	 the	music	 preference,	 the	
motivations,	 the	 atmosphere	 of	 the	 festival,	 the	 negative	 elements	 of	 the	music	 festival	
experience,	the	long	term	effect	of	the	experience	of	the	festival,	and	other	topics	related	
with	 the	 experience.	 These	 topics	 enriched	 and	 complemented	 the	 perspective	 of	 the	
hypotheses.	
The	 side	 elements	 were	 classified	 quantitatively	 by	 the	 number	 of	 statements,	 the	
different	 interviewees,	 and	 the	 percentage	 within	 the	 supercategory.	 This	 quantitative	
value	helped	to	select	those	remarkable	topics	which	are	presented	in	chapter	6.	Table	78	














As	 it	 shows	 the	 table,	 the	 themes:	 alcohol	 and	 drugs,	 social	 experience	 and	motivations	
appeared	to	be	 important	 for	the	description	of	 the	music	 festival	experience	among	the	
interviewed	which	 represents	 the	 75%	of	 the	 side	 elements.	 This	weight	 of	 importance	











B. The	 objectives	 of	 the	 music	 festival	 organizers	 included	 specific	 objectives	 to	
generate	 cultural	 impacts.	 In	 the	 context	 of	 the	 interviews	 to	 the	 festivals	 goers,	
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the	 focus	was	 on	 the	 following:	 the	 attendants	 perceive	 the	 intentionality	 of	 the	
cultural	impact	from	the	music	festival	organizers.	
The	 first	 rule	 of	 inference	 refers	 to	 the	 relation	 between	 the	 cultural	 impacts	 and	 the	
emotions.	 As	 described	 in	 the	 supercategory	 "Relation	 between	 emotions	 and	 Cultural	
impacts"	 there	 is	 a	 strong	 relation	 between	 emotions	 and	 those	 cultural	 effects	 of	 the	
music	 festival	 experience.	 This	 relation	was	 described	with	 the	 following	 elements:	 the	
live	music	experience,	the	relevance	of	the	event,	the	sense	of	belonging	and	the	long	term	
effect	 in	 the	 memory.	 The	 first	 element	 referred	 to	 the	 fact	 to	 experience	 a	 live	 music	
performance	 from	 the	 artists	 the	 interviewed	 loved,	 then	 one	 important	 fact	 of	 the	
relation	between	 cultural	 impacts	 and	 emotions	 is	 the	music.	 So,	 it	 is	 valid	 to	 infer	 that	
music	was	an	important	element	for	the	intensity	of	the	emotions	and	the	intensity	of	the	
cultural	impact	(which	refers	to	first	sub	hypothesis	or	the	second	rule	of	inference).	The	
second	 element,	 contained	 the	 information	 of	 how	 relevant	 was	 the	 event	 for	 the	
interviewed.	 This	 relevance	 was	 based	 on	 the	 qualitative	 description	 of	 the	 different	
elements	of	the	event:	the	intensity	of	different	emotions	in	relation	with	the	atmosphere	
of	 the	 festival	 and	 the	 sensation	 of	 being	 in	 "another	 world.	 This	 relevance	 might	 be	
related	with	the	 liminality	definitions	of	chapter	1	 in	which	the	festival	 is	conceived	as	a	
way	to	scape	from	ruled	reality	to	a	free	and	different	world.	The	third	element,	the	sense	
of	 belonging	 referred	 to	 the	 fact	 of	 being	 or	 feeling	 connected	 with	 others	 during	 the	
experience	 but	 also	 the	 fact	 of	 share	 similar	 cultural	 background	 or	 the	 contrary,	 being	
united	 though	 the	 differences	 between	 the	 different	 individuals.	 The	 feeling	 of	 being	
united	by	the	experience,	by	the	music	was	a	meaningful	fact	for	most	of	the	interviewed.	






these	 intense	 experiences	 happened	 with	 unknown	music	 bands	 though	 it	 generated	 a	
new	liking	of	a	new	music	style.	However,	in	the	description	of	the	peak	experiences	was	
not	 only	 something	 sensitive	 but	 also	 provoked	 by	 the	 cultural	 elements	 of	 the	 each	
individual:	the	music	liking,	the	previous	knowledge	or	experiences	with	specific	music	or	
songs,	 the	 specific	 memories	 related	 to	 a	 song	 and	 the	 social	 experience.	 So,	 the	 peak	






participants	 to	 incorporate	 new	musical	 preferences	 but	 also	 showed	 	 the	 tendency	 of	





The	 fourth	 rule	 of	 inference	 referred	 to	 the	 perceived	 intentionality	 of	 the	 festival	
organizer's	 by	 the	 festival-goers.	 This	 intentionality	 was	 described	 with	 the	 following	
specific	categories:	social	interest,	massive	industry,	cultural	interest,	economical	interest,	
city	 image,	 political	 interest	 and	 heritage.	 However,	 after	 the	 interpretation	 of	 the	 last	
section	those	elements	referring	to	a	cultural	effect	might	be	reduced	to	these	perceived	
intentions:	to	promote	a	massive	industry	vs.	exclusive	culture,	to	promote	new	cultural/	
music	 proposals,	 to	 promote	 mainstream	 culture	 and	 to	 promote	 city	 and	 regional	
identity.	The	first	element	showed	the	tension	described	from	several	interviewed	on	the	
participation	 of	 massive	 music	 festivals	 where	 they	 perceived	 this	 interest	 of	 the	
organizers	 to	 be	 profitable	 and	 how	 they	 tried	 to	 attend	 other	 festivals	more	 exclusive.	
The	 second	 element,	 referred	 	 to	 the	 perceived	 intention	 on	 promote	 new	musical	 and	
cultural	proposals	 in	 the	 context	of	 the	music	 festivals	 in	order	 to	enrich.	However,	 this	
interest	 is	 intertwined	 with	 the	 perceived	 circumstances	 of	 the	 music	 industry	 which	
depends	 on	 the	 income	 from	 the	 live	 experiences.	 Therefore,	 it	 might	 said	 that	 they	
perceived	to	be	within	the	music	industry	as	an	element	of	its	surveillance	and	also	they	
understood	the	need	of	support	this	industry.	Then,	the	promotion	of	a	mainstream	music	
but	 at	 the	 same	 time	 in	 relation	with	new	proposals	 is	 perceived	 as	 an	 strategy	 to	 gain	
more	 audience	 and	 to	 grow	 as	 a	 festival.	 Finally,	 the	 festival	 is	 perceived	 as	 a	 tool	 to	
promote	a	city	pride	and	a	specific	regional	identity.	This	identity	is	not	necessarily	linked	




specific	 considerations	 of	 the	 cultural	 impacts.	 This	 structure	 composed	 by	 5	 cultural	
impacts	 might	 be	 reduced	 to	 four	 impacts(considered	 positive	 and	 negative),	 namely:	
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information/disinformation,	 preservation/loss	 of	 cultural	 traditions,	 construction	 of	 the	
identity/loss	of	 cultural	 identity,	 social	 cohesion/exclusion,	 cultural	 integration/creation	
of	 ghettos.	 The	 impact	 of	 the	 construction	 of	 the	 cultural	 identity	 was	 renamed	 in	 this	
dissertation	 under	 the	 name	 of	 cultural	 identification	 signifying	 the	 importance	 of	 the	
cultural	processes	implied	during	the	experience	of	the	festival.	
The	total	of	codes	compiled	under	this	supercategory	were	130	different	statements.	The	
distribution	 among	 the	 different	 subcategories	 which	 generated	 the	 different	 questions	
and	answer	were	as	presented	in	the	second	section	of	this	appendix.	The	cultural	impact	
on	the	process	of	cultural	 identification	contained	the	high	score	 followed	by	the	 impact	
referred	to	the	social	cohesion.	There	14	statements(105)	considered	to	be	ambivalent	for	
different	impacts.	
Table	 79	 described	 the	 quantitative	 relevance	 of	 each	 of	 the	 categories	 composing	 the	










Then,	 the	 impact	 on	 the	 cultural	 identification	 had	 the	 most	 important	 quantitative	
relevance.	This	impact	was	also	set	in	relation	with	the	elements	concerning	emotions	and	
the	 peak	 experiences	 as	 it	 was	 described	 in	 the	 respective	 sections.	 Consequently,	 it	 is	
considerable	to	centre	the	attention	of	the	research	in	this	type	of	cultural	impact.	
6.	 Development	 of	 criteria	 for	 the	 selection	 of	 the	 music	 festival	 case:	
comparison	of	experiences	
As	 presented	 previously,	 the	 criteria	 for	 the	 selection	 of	 the	 music	 festival	 case	 was	
developed	with	the	comparison	of	experiences	between	the	interviewed.	This	comparison	





In	order	 to	compare	 the	different	experiences	 the	 ten	 interviewed	were	analysed	 in	 two	
groups.	 The	 first	 group	 contained	 those	 festival-goers	 which	 participated	 in	
alternative/electronic	 open	 camp	 music	 festival	 in	 which	 it	 is	 supposed	 to	 have	 more	




category	 was	 analysed	 in	 order	 to	 identify	 which	 were	 the	 main	 origin	 of	 the	 intense	
emotions	 described	 by	 the	 interviewee.	 The	 social	 experience	 category	 was	 selected	 to	
identify	which	were	the	type	of	festivals	in	which	the	festival-goers	participated	in	order	
to	understand	 the	 importance	of	 the	 social	 experience	 in	 those	 type	of	 festivals.	 Finally,	
the	atmosphere	of	the	festival	was	evaluated	to	understand	which	type	of	festivals	had	an	


























From	 the	 side	 of	 the	 social	 experience	 the	 behaviour	 of	 the	 data	 it	 is	 the	 contrary.	 No	
statements	appeared	for	those	explaining	experiences	within	closed	venues	and	classical	
music	 festivals.	 In	 the	 contrary,	 the	 festival-goers	 who	 described	 the	 experience	 on	
alternative/electronic	 music	 festivals	 referred	 and	 generated	 the	 topic	 of	 "Social	
experience".	 This	 phenomenon	might	 be	 explained	 due	 to	 the	 importance	 of	 the	 social	
experience	 in	 those	 festivals	 were	 the	 venue	 facilitates	 the	 interrelation	 between	 the	
festival-goers	but	also	because	they	seek	this	social	experience.	
From	the	side	of	the	atmosphere	of	the	festival	the	data	shows	a	total	of	6	statements.	All	






in	 alternative/electronic	 camp	 festivals.	 Similarly,	 data	 shows	 the	 importance	 of	 the	
atmosphere	for	these	type	of	festivals.	However,	further	analysis	should	be	implemented	
to	 try	 to	 discover	 if	 this	 differences	 are	 considerable	 in	 the	 live	 experience	 and	 it	 is	
recommended	 to	 apply	 the	 analysis	 to	 compare	 in	 extension	 the	 types	 of	 experiences	
depending	on	 the	music	 festival.	Then,	 the	criteria	 to	 select	 the	music	 festival	 should	be	





mother	 tongue")	has	been	 selected	 through	 the	data	proposed	by	 the	 local	 and	national	
organisms.	In	that	sense	it	has	been	consulted	data	from	the	IDESCAT,	INE,	EUSTAT,	and	
EUROSTAT.	 The	 consideration	 to	 observe	 different	 organizations	 is	 in	 order	 to	 have	
comparable	data	in	different	levels	of	European,	national	and	local	organizations.		
In	 the	 case	 of	 "Music	 preferences"	 the	 selection	 responds	 to	 the	 academic	 literature	 on	
that	topic	and	expanded	in	section	four.	
1.	 Age	
IDESCAT185	groups	 population	 ages,	 according	 to	 statistics	 on	 population	 structure,	 as	
follows.	They	first	propose	a	population	description	based	on	age	and	gender,	where	it	can	
be	seen	that	the	age	groups	range	from	0	to	95	years	and	older,	and	that	they	are	divided	
between	 groups	 through	 an	 interval	 of	 4	 years.	 As	 for	 the	 analysis	 of	 other	 variables	
related	to	age	within	the	graphs	of	population	analysis,	we	find	that	they	raise	what	they	




On	 the	 other	 hand,	 in	 its	 approach	 to	 analysing	 salaries	 and	 the	 active	 population,	 the	
same	 body	 proposes	 a	 contingency	 table	 between	 gender	 and	 age	 groups.	 These	 divide	
them	into	five	groups	over	an	interval	of	9	years,	the	first	being	less	than	25	years	old	and	




within	 the	 Basque	 Country.	 Eustat	 uses	 also	 the	 large	 age	 groups	 in	 a	 different	
																																								 																					
185	The	 Statistical	 Institute	 of	 Catalonia	 (Idescat)	 is	 the	 statistical	 body	 of	 the	 Generalitat	 de	
Catalunya.	Created	in	1989	(Decret	341/1989,	of	December	11),	it	is	an	autonomous	administrative	
body,	with	its	own	legal	personality,	administrative	and	financial	autonomy,	and	with	full	capacity	
to	 act	 to	 fulfill	 its	 aims,	 in	 accordance	with	 Law	 23/1998	 (External	 link:	 a	 new	window	will	 be	
opened),	of	December	30,	on	statistics	of	Catalonia.	At	the	moment	it	is	assigned	to	the	Department	
of	 the	 Vice-Presidency	 and	 of	 Economy	 and	 Property.	 More	 information	 can	 be	 find	 in:	
https://www.idescat.cat/institut/idescat/	
186	It	 was	 created	 on	 November	 25,	 1986.	 It	 is	 an	 autonomous	 body	 of	 the	 Basque	 Government	








EUROSTAT	 in	 its	 statistical	data	on	 the	population	by	age	also	creates	 six	age	groups	as	




After	 observing	 that	 the	 age	 dimension	 is	 an	 aspect	 that	 each	 organism	 or	 institution	
interprets	 according	 to	 its	 needs,	 it	 is	 proposed	 to	 make	 a	 delimitation	 based	 on	 the	
proposed	 age	 groups	 and	 in	 relation	 to	 the	 correlation	 table	 that	 is	most	 related	 to	 the	


















																																								 																																								 																																								 																																								 																		












Elementary	 and	 equivalent	 Spanish	 Bachelor's	 degrees,	 Graduated	 in	 ESO,		





In	 2011,	 UNESCO	 upgraded	 the	 International	 Standard	 Classification	 of	 Education	 -	





This	 level	 refers	 to	 early	 childhood	 programmes	 that	 have	 an	
intentional	 education	 component.	 These	 programmes	 aim	 to	
develop	 socio-emotional	 skills	 necessary	 for	 participation	 in	
school	and	society.	They	also	develop	some	of	 the	skills	needed	
for	 academic	 readiness	 and	 prepare	 children	 for	 entry	 into	
primary	education.		
Primary	education	
Typically	 designed	 to	provide	 students	with	 fundamental	 skills	
in	reading,	writing	and	mathematics	(i.e.	literacy	and	numeracy)	
and	establish	a	solid	foundation	for	learning	and	understanding	
core	 areas	 of	 knowledge,	 personal	 and	 social	 development,	 in	
preparation	 for	 lower	 secondary	 education.	 It	 focuses	 on	





human	 development	 upon	 which	 education	 systems	 may	 then	
expand	 further	 educational	 opportunities.	 Some	 education	
systems	may	already	offer	vocational	education	programmes	at	





Designed	 to	 complete	 secondary	 education	 in	 preparation	 for	






It	 aims	 at	 the	 individual	 acquisition	 of	 knowledge,	 skills	 and	
competencies	 lower	 than	 the	 level	 of	 complexity	 characteristic	
of	 tertiary	 education.	 Programmes	 at	 ISCED	 level	 4,	 or	 post-
secondary	 non-tertiary	 education,	 are	 typically	 designed	 to	
provide	 individuals	 who	 completed	 ISCED	 level	 3	 with	 non-	
tertiary	 qualifications	 required	 for	 progression	 to	 tertiary	
education	 or	 for	 employment	 when	 their	 ISCED	 level	 3	
qualification	does	not	grant	such	access.		
Tertiary	education	
Builds	 on	 secondary	 education,	 providing	 learning	 activities	 in	
specialised	fields	of	education.	It	aims	at	learning	at	a	high	level	
of	 complexity	 and	 specialisation.	 Tertiary	 education	 includes	




Designed	 to	 provide	 participants	with	 professional	 knowledge,	
skills	 and	 competencies.	 Typically,	 they	 are	 practically-	 based,	
occupationally-specific	and	prepare	students	to	enter	the	labour	
market.	 However,	 these	 programmes	 may	 also	 provide	 a	
pathway	 to	 other	 tertiary	 education	 programmes.	 Academic	
tertiary	 education	 programmes	 below	 the	 level	 of	 a	 Bachelor’s	
programme	or	equivalent	are	also	classified	as	ISCED	level	5.		
Bachelor	
Often	 designed	 to	 provide	 participants	 with	 intermediate	
academic	 and/or	 professional	 knowledge,	 skills	 and	
competencies,	 leading	 to	 a	 first	 degree	 or	 equivalent	
qualification.	 Programmes	 at	 this	 level	 are	 typically	
theoretically-based	 but	 may	 include	 practical	 components	 and	
are	 informed	 by	 state	 of	 the	 art	 research	 and/or	 best	
professional	 practice.	 They	 are	 traditionally	 offered	 by	
universities	and	equivalent	tertiary	educational	institutions.		
Master	
Designed	 to	 provide	 participants	 with	 advanced	 academic	
and/or	professional	knowledge,	skills	and	competencies,	leading	
to	 a	 second	 degree	 or	 equivalent	 qualification.	 Programmes	 at	
this	level	may	have	a	substantial	research	component	but	do	not	
yet	 lead	 to	 the	 award	 of	 a	 doctoral	 qualification.	 Typically,	
programmes	 at	 this	 level	 are	 theoretically-based	 but	 may	
include	 practical	 components	 and	 are	 informed	 by	 state	 of	 the	
art	 research	 and/or	 best	 professional	 practice.	 They	 are	
traditionally	 offered	 by	 universities	 and	 other	 tertiary	
educational	institutions.		
Doctoral	or	equivalent	
Designed	 primarily	 to	 lead	 to	 an	 advanced	 research	
qualification.	 Programmes	 at	 this	 ISCED	 level	 are	 devoted	 to	






As	 the	classification	of	 the	 level	of	study	can	be	quite	different	between	 the	countries	of	
origin	of	the	informants,	it	has	been	considered	that	the	proposal	made	by	UNESCO	is	the	
one	 that	 should	 be	 applied	 to	 this	 research.	 Due	 to	 the	 fact	 that	 the	 origin	 of	 the	
informants	 can	 be	 very	 diverse,	 the	 need	 arose	 to	 propose	 indicators	 that	 can	 be	 used	
internationally,	for	different	educational	programs	from	the	different	countries	that	can	be	
represented	in	the	survey.	
As	 it	 is	 considered	 that	 the	 nine-level	 proposal	 may	 cause	 some	 confusion	 among	 the	
informants,	the	UNESCO	proposal	has	been	adapted	and	some	levels	have	been	grouped.	
This	 aggrupation	 will	 also	 help	 to	 fill	 the	 survey	 faster.	 The	 table	 below	 proposes	 the	















The	 variable	 "mother	 tongue"	 had	 different	 specifications	 depending	 on	 the	 festival	 in	
where	the	research	collected	data.	Basically,	when	the	festival	took	place	in	Catalonia	the	
options	where:	 Catalan	 and	 Spanish	with	 an	 opened	 space	 if	 any	 other	 language	where	












These	 quotas	will	 be	 determined	 for	 the	 cases	 of	 Estival	 de	 Jazz,	 Jazzaldia	 and	BBk	 live	
following	 different	 rules	 of	 quotas	 since	 there	 is	 no	 available	 data	 analysis	 of	 possible	
quotas	of	the	respective	music	festival.	The	following	sections	will	determine	these	quotas	
and	 the	 criteria	 for	 each	 case,	 they	are	presented	 chronologically	 since	 these	was	also	a	
process	of	learning	for	the	researcher.	
1.	 Estival	de	Jazz	
The	 first	 case	was	 a	 local	 jazz	 festival	 in	 Igualada.	 In	 2018,	 the	 festival	 was	 on	 its	 fifth	
edition,	 the	 organization	 has	 never	 done	 any	 analysis	 of	 audiences.	 In	 words	 of	 its	
organizer,	 Roger	 Tarragó,	 the	 festival	 had	 an	 approximate	 3.000	 spectators187.	 Then,	 in	
order	 to	have	a	starting	point	 to	make	 the	quota	sampling	 it	was	decided	 to	analyse	 the	
demographic	 data	 of	 the	 city	 of	 Igualada.	 As	 it	 has	 been	 observed	 in	 chapter	 6,	 section	
6.3.1.2,	 the	 festival	 aims	 to	 reach	 a	 local	 audience,	 so	 it	 is	 reasonable	 to	 construct	 the	
quotas	on	the	basis	of	the	demographic	data	of	the	city.	
A	 total	of	48	completed	questionnaires	were	collected	 in	one	event	 in	a	closed	venue188.	
The	 selection	 of	 this	 type	 of	 event	 had	 two	 objectives:	 test	 the	 gathering	 of	 surveys	
through	 paper	 questionnaires	 and	 understand	 the	 experience	 in	 a	 closed	 venue.	 In	 the	
next	festivals	the	venues	were	opened	so	it	was	decided	to	centre	the	attention	in	a	closed	
venue	in	order	to	capture	possible	effects	of	the	type	of	venue.		























It	might	be	 grouped	 the	 ages	 in	 two	main	groups:	 youngsters(between	15	and	34	years	
old)	 and	 older	 people	 (between	 35	 and	 more	 than	 65).	 This	 will	 result	 in	 a	 38%	 of	























Nevertheless	 it	 might	 be	 argued	 that	 jazz	music	 or	 jazz	 festivals	 has	 a	more	masculine	
representation,	 the	 research	 considerate	 to	 add	 different	 variables	 in	 the	 next	 quota	










that,	 the	 information	 was	 took	 from	 several	 sources	 and	 lead	 to	 select	 the	 quota	 on	 a	
better	data	basis	in	comparison	with	the	precedent	case.	
The	 gathering	 of	 surveys	was	 in	 the	 12th	 of	 July	 of	 2018.	 The	 available	 data	 before	 the	
celebration	was	from	the	previous	edition	in	year	2017,	this	data	was	available	thanks	of	



















large	 group	 of	 ages	 of	 the	 city	 of	 Bilbao,	 showed	 in	 Table	 90	 .	 The	 composition	 of	 the	










and	 the	 separation	 of	 ages	 of	 the	 city	 it	 should	 be	 considerate	 that	 the	 sources	 of	























variables	 of	 age	 and	 gender.	 The	 variable	 of	 gender	 corresponds	 proportionally	 to	 the	
demographic	 data	 of	 the	 city.	 Although,	 as	 it	 might	 be	 observed,	 the	 quota	 of	 the	 age	
disregarded	 the	proportions	of	 the	 city.	This	might	be	as	a	 consequence	of	 two	possible	
factors.	Firstly,	Donostia-San	Sebastian	is	in	the	top	ten	of	the	elder	cities	of	Spain	(in	2018	
had	 a	 176	 of	 the	 indicator	 of	 ageing193)	 and	 secondly,	 because	 the	music	 festival	might	
become	an	occasion	of	more	young	people	coming	to	the	city.	Moreover,	 it	might	argued	













construction	 of	 the	 quotas.	 However,	 the	 selection	 of	 the	 sample	 according	 to	 two	
																																								 																					
192	https://heinekenjazzaldia.eus/en/52-edition-2017/	
193	It	 is	 the	 percentage	 that	 represents	 the	 population	 over	 64	 years	 of	 age	 over	 the	 population	
under	 16,	 as	 of	 January	 1	 of	 a	 given	 year.	 An	 aging	 index	 greater	 than	 100,	 indicates	 an	 aging	
population;	that	is	to	say	there	is	more	population	with	65	years	or	more	than	population	under	16	
years.		








should	 be	 maintained.	 	 Moreover,	 this	 previous	 analysis	 of	 the	 quota	 sampling	

































































































































































































































1. Do	you	think	there	is	this	impact	exist	during	the	music	festival?	 YES	 	 NO	
2. Do	you	think	it	was	intentional?		 YES	 	 	 NO	
3. Indicate	the	intensity	of	this	impact	 1	 2	 3	 4	 5	 	
4. Do	you	think	what	you	felt	in	the	music	festival	affected	the	intensity	of	it’s	impact?	Y	/	N	





[1]	 The	 promotion	 of	 the	 festival	 was	 made	 clearly	 only	 locally	 and	 in	 some	 specific	 places	 in	















variety	 of	 events.	 There	 were	 not	 only	 outdoor	 concerts.	 There	 were	 organised	 documentary	
projection,	 recording	concert,	 concerts	and	one	concert	with	 food.	So,	 this	 festival	 tried	 to	offer	a	
variety	of	activities	in	different	venues	all	over	the	city.	






[2]	The	 first	 event	 of	 the	 festival	was	 the	 cinema	 in	 the	 outdoors	 of	 a	 theatre.	 This	 is	 a	 common	
activity	 in	the	city	during	the	summer	not	only	 for	the	music	 festival	but	also	as	a	 leisure	activity	
known	for	the	citizens	made	by	other	cultural	institutions.	They	offered	the	projection	of	Scorsese’s	
film	about	the	origins	of	the	blues	(Feel	like	Going	Home).	They	collaborated	with	the	cinema	club	
of	 Igualada.	This	a	 tradition	of	 the	Estival	 the	 jazz	 finding	synergies	with	other	 institutions	of	 the	
city	in	order	to	add	value	to	the	activities.		
[2.5]	 At	 a	 first	 glance	 organising	 a	
projection	 of	 music	 documentary	 on	
Thursday	at	10:30	p.m.	can	be	considered	
a	 failure	 on	 the	 organization.	 As	 a	
participant	the	feeling	of	going	after	diner	
to	 see	 a	 documentary	 was	 hard	 for	 a	
person	like	me	which	I	am	not	a	big	fan	of	





The	 film	 of	 1h50min	 was	 the	 first	 activity	 of	 a	 festival.	 This	 should	 be	 indicative	 of	 what	 is	
pretending	 the	 festival.	They	are	 trying	 to	build	 a	 sense	of	 a	 sophisticated	 festival	 but	 this	 is	not	









textile	machineries	and	 the	divulgation	of	 the	strong	relation	of	 Igualada	 to	 this	kind	of	 industry.	
This	 venue	 is	 important	 for	 the	 citizens.	 Almost	 every	 cultural/commercial	 event	 is	 placed	 here.	
The	 free	 spaces	 both	 outdoors	 or	 indoors	 helped	 the	 museum	 to	 have	 more	 income.	 So	 this	
activities	are	of	interest	for	the	livelihood	of	the	museum.	
[4]	 The	 concert	 is	 placed	 in	 the	
outdoors	 of	 the	 museum.	 A	 little	
stage	is	set	in	front	of	the	back	of	the	
museum.	 This	 area	 of	 Igualada	 is	
also	 a	 place	 of	 other	 alternative	




most	 of	 the	 people	 are	 below	 30	
years	 old.	 The	 people	 coming	 to	 the	 concert	 seems	 familiar	 from	 other	 cultural	 activities	 in	 the	
town	and	some	of	them	are	relatives	of	the	musicians.	So,	in	general,	the	public	is	exclusive	and	jazz	
lovers.	
[5]	This	 is	 also	 relevant	 on	 the	 fact	
of	 the	 response	 to	 the	 solos	 of	 the	
musicians,	 they	 respond	 perfectly	
when	 a	 solo	 is	 finished.	 Almost	
every	people	 is	 local	 or	 are	 coming	
to	 the	 concert	 because	 they	
personal	 relation	 with	 the	
musicians.	
[6]	 The	 atmosphere	 is	 relaxed	 and	
sometimes	cold	because	there	is	not	







connected	with	 the	musicians	 and	 the	 flow	 of	 the	
music.	
[6.5]	The	venue	is	fitting	perfectly	in	its	relation	as	
something	 crafted	 as	 the	 jazz	 music	 that	 is	
something	resulted	 from	a	high	 level	of	effort.	The	
added	value	of	the	festival	or	the	pretended	added	
value	 of	 the	 festival	 reached	 the	 objective	 offering	











city	 centre	 and	 in	 the	 nearby	 of	 a	 popular	 bar.	 This	 event,	 as	 it	 is	 known	 by	 all	 the	 attendants,	
usually	is	the	most	“easy”	concert	to	hear	and	it	is	also	some	more	danceable.	
	[7.5]	 The	 musicians	 are	 placed	 in	 a	 tiny	
square	 near	 the	 bar.	 The	 organization	
placed,	with	 the	 collaboration	 of	 the	 bar,	





passion	 for	 music.	 Some	 of	 them	 are	
musicians	too.	
[8]	When	the	concert	begins	attracted	more	
people	 and	 created	 a	 more	 charming	
atmosphere.	 The	 music	 of	 Edna	 Sey	 is	 a	
festive	 and	 with	 an	 interesting	 swing	 that	
brings	 some	of	 the	people	 to	dance	but	 too	
much.	The	 general	 attitude	of	 the	people	 is	
relaxing	 and	 not	 to	 dance	 which	 in	 some	












The	 Vermut	 took	 place	 in	 “La	 Bastida”.	 This	 venue	 is	
very	 popular	 among	 the	 music	 lovers	 because	 they	
organize	contests,	music	parties	and	have	large	plan	of	
cultural	 activities.	 Then,	 as	 in	 the	 other	 venues	 the	
audience	is	similar	with	the	music	lovers	of	the	city	and	
with	 a	 band	 full	 of	
energy	for	the	party.	




which	 adds	 a	 flavour	 of	 gentrification	 times.	 The	 audience	 is	 a	
combination	 of	music	 lovers,	 with	 families,	 is	 not	 very	 packed	 but	
seems	that	all	people	are	having	a	great	time.	















signified	 in	 some	 way	 the	 “familiar	 atmosphere	 of	 the	
festival”.	That	 is	an	 intimate	and	 little	 festival.	Focused	on	
the	music	and	the	experimentation.	Some	members	of	 the	
audience	 are	 the	 same	 of	 previous	 events	 during	 the	
festival.	But,	I	have	to	say	that	almost	every	member	of	the	
audience	was	 new	 to	me.	 This	 is	 important	 since	 I	 know	
the	city	and	it	is	tiny	as	to	have	in	almost	every	one	who	is	
going	to	this	type	of	events.	
[10.5]	 Before	 entering	 the	 venue	 one	 little	 hall	 rom	 was	
prepared	 for	 selling	 CDs	 in	 the	 entrance.	 The	 concert	 is	
going	to	be	recorded	and	afterwards	put	on	sale.	They	did	
the	same	in	past	editions	during	the	music	festival.	
[11]	 The	 festival	 allowed	 the	 investigation	 to	 leave	 a	
survey	on	the	sits	of	every	attendant.	These	affected	on	the	
predisposal	during	the	concert.	Reactions	like	“these	seems	like	an	exam”,	“we	will	have	fun”	were	
heard.	An	advice	 for	 the	 fulfilling	of	 the	survey	was	said	before	 the	show.	The	atmosphere	of	 the	
previous	 moments	 was	 very	 silent.	 This	 in	 some	 way	 showed	 the	 interest	 on	 music	 that	 the	
attendants	have.		
[11.5]	 The	 concert	 started	 15min	 late.	 During	 the	
delay	I	talked	with	some	of	the	attendants	and	were	
enthusiastic	 about	 the	 concert	 and	 I	 calculated	









[12]	The	show	started	with	a	 little	 talk	of	 the	organizers	which	gathered	an	 introduced	more	 the	





[12.5]	During	 the	 concert	people	were	 silent	
not	drinking,	only	concentrated	on	the	music.	
The	 concert	was	 one	 hour	 long.	 The	 type	 of	
music	 was	 jazz,	 something	 before	 the	 total	
free	 jazz,	 very	 experimental	 but	 with	 some	
structure.	
The	 organizers	 were	 enthusiastic	 with	 the	
fact	 that	 these	 band	 were	 playing	 at	 their	
festival.	 The	 bassist	 played	 in	 almost	 every	
jazz	 bands	 that	 the	 festival(in	 its	 4	 editions)	
had	in	the	past	editions.	
These	 was	 the	 final	 concert	 of	 the	 festival.	
The	organizers	estimate	 the	participation	on	500	attendants.	The	 festival	 took	place	between	 the	
14th	 of	 June	 until	 the	 22th.	 Here	 the	 programme	 of	 the	 festival:	
http://www.estivaldejazz.cat/programa/	
As	the	pictures	shows,	the	concentration	of	the	musicians	was	also	with	a	responsive	attention	to	


















cantidad	 de	 patrocinadores	 y	 colaboradores	 del	 festival	 que	 indican	 la	 cantidad	 de	 interés	 que	






las	 “cadenas”	 del	 influjo	 de	 mi	 próxima	 experiencia	 social	 y	 soy	 capaz	 de	 entrar	 más	 en	 la	
experiencia	de	personas	que	no	son	como	yo.	


































lado,	me	genera	 la	ansiedad/envidia	de	poder	participar	de	esta	 forma	más	 intensa	y	a	 la	vez	un	
cierto	descanso	por	el	desgaste	que	puede	suponer	una	experiencia	tan	intensa	como	esta.	Aquí	me	
noto	claramente	identificado	con	una	actitud	a	la	defensiva	ante	posibles	experiencias	negativas.	
He	visto	a	otro	par	de	chicas	que	están	escuchando	por	primera	vez	a	 los	 cabeza	de	cartel,	 entre	
ellos	Childish	Gambino.	El	 autobús	 tiene	wifi	 y	permite	 consultar	 información	sobre	 la	estancia	y	
498	







con	 festivalero.	 Por	 ejemplo	 escuchar	 la	 lista	 de	 Spotify	 que	 un	 aficionado	 a	 preparado.	 He	 ido	
seleccionando	 las	 canciones	 que	 me	 apetecían	 más.	 Entre	 ellas	 Alt-j,	 Childish	 Gambino	 y	 Rural	
Zombies.	
Al	 llegar	 a	Bilbao	ha	habido	un	desembarco	de	
muchas	 personas	 que	 también	 he	 reconocido	
como	 festivaleras.	 Esto	 ha	 sido	 una	 gran	
oportunidad	 para	 respirar	 el	 ambiente	 previo.	
Mientras	 voy	 andando	 a	 mi	 destino	 veo	 que	
anuncian	conciertos	previos	para	esta	noche.	
Esta	noche	no	la	puedo	pasar	en	el	camping	por	
una	 cuestión	 de	 presupuesto.	 El	 festival	 no	 ha	
aclarado	 conmigo	 la	 posibilidad	 de	 colaborar	
por	 lo	 que	me	 he	 tenido	 que	 buscar	 la	 vida	 en	
otras	 circunstancias.	 Esta	 noche	 la	 paso	 al	
abrigo	 de	 casa	 de	 un	 amigo.	 Esto	 hace	 que	










curiosos,	 camiseta	 de	 grupo	 o	 camiseta	 de	 tirantes.	 En	 la	 parte	 de	 abajo	 pantalones	 cortos	 y	
zapatillas	 cómodas,	 a	 veces	 unas	 Converse	 o	 una	 zapatilla	 con	 suela	 blanca.	 Algunos	 llevan	
pendientes	 y	 muchos	 llevan	 algún	 tipo	 de	 tatuaje	 no	 muy	 vistoso.	 Aunque	 los	 hay	 con	 tatuajes	
enormes.	En	el	caso	de	las	mujeres	suele	ser	más	complejo.	Suelen	tener	algún	elemento	decorativo	
en	la	cabeza.	Puede	ser	unas	flores,	un	tatuaje	en	la	cara,	motivos	mágicos,	mariposas	o	elementos	










[3.25]	En	definitiva,	 el	 festival	 también	es	una	ocasión	para	mostrarse.	Para	hacer	ademán	de	un	








objetivo	 que	 les	 interesa	 especialmente.	 Normalmente,	 estos	 youtubers	 viven	 de	 estas	 crónicas	
tanto	 por	 los	 patrocinios	 que	 consiguen	 como	 tambien,	 interpreto,	 con	 cierta	 afición	 por	 lo	 que	
hacen.	
[3.5]	 El	 precio	 de	 la	 entrada	 crece	 escalonadamente.	 Los	 primeros	 abonos	 que	 salen	 nada	 más	
acabar	la	edición	anterior	suelen	salir	por	80-100€.	Pero	antes	de	dos	meses	del	festival,	el	precio	
sube	75€.	Casi	dobla	el	precio	por	el	crecimiento	de	la	demanda	a	la	que	se	acerca	la	fecha.	El	precio	
del	 festival	 por	 día,	 a	 un	 mes	 del	 festival,	 es	 de	 60	 euros.	 Hablar	 de	 los	 precios	 del	 festival	 es	
realmente	 una	 experiencia	 empresarial.	 Por	 tanto,	 se	 puede	 decir	 que	 ir	 a	 un	 festival	 es	 una	
experiencia	también	capitalista	y	ligada	totalmente	al	consumo.	Contrasta	curiosamente	con	la	idea	




San	Mamés,	donde	 se	 recogen	 las	pulseras	de	acceso	y	donde	 salen	 la	mayoría	de	autobuses	hay	





todas	 las	 ballas,	 es	 constante.	 Así	 mismo,	 en	 el	 propio	 nombre	 del	 festival	 y	 en	 la	 primera	
notificación	que	recibo	en	el	móvil	sobre	l	recarga	de	las	pulseras	para	poder	consumir	dentro	del	
propio	 festival.	 Esta	 presencia	 de	 tanta	 marca	 y	 tanto	 interés	 comercial	 me	 hacen	 un	 efecto	














tiempo	 para	 subir	 al	 festival.	 Está	 nublado	 y	 se	 oyen	 personas	 gritando	 de	 emoción	 o	 de	
alcoholización.	 Se	 percibe	 como	 un	 anticipo	 de	 lo	 que	 podrá	 ser	 el	 festival.	 Al	 entrar	 en	 el	 sitio	
donde	me	dan	 la	pulsera	 con	 la	entrada	me	entra	 cierta	euforia,	por	participar	en	un	evento	que	
aglomera	a	tanta	a	gente	y	que	es	capaz	de	concentrar	a	tantos	artistas.	Al	sentir	 la	pulsera	en	mi	
muñeca	me	fijo	en	otras	personas	a	ver	si	la	llevan.		Es	curioso	ver	como	la	gente	lleva	pulseras	de	
























Las	personas	 comentan	cosas	varias,	 algunos	 tararean	 temas	conocidos	de	algunas	bandas.	Otros	
aprovechan	para	hacer	 llamadas	 telefónicas	 y	 en	 general	 hay	un	 ambiente	de	 fiesta.	Hay	bromas	
entre	los	participantes.	Estoy	rodeado	de	británicos.		
[4.5]	Hacemos	casi	una	hora	de	cola	para	subir	el	bus.	Aún	no	son	ni	las	16:30	de	la	tarde,	pero	mi	
intención	 es	 llegar	 antes	 de	 la	 primera	 actuación	 y	 hacer	 un	 primer	 recorrido.	 Aprovecho	 para	











de	 alrededores.	Hay	que	 contar	 que	 casi	 40.000	personas	 tienen	que	 subir	 a	 diario.	 Por	 tanto,	 la	
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sensación	 de	 estar	 viviendo	 algo	 masivo	 acrecienta	 con	 este	 razonamiento.	 Estoy	 rodeado	 de	
personas	muy	variopintas.	Calculo	que	estamos	unas	70	u	80	personas.	Nos	encontramos	personas	
entre	 20	 y	 50	 años	 aproximadamente.	 Me	 sorprende	 ver	 una	 madre	 con	 su	 hijo	 de	 15	 años.	
Curioseando	 y	 entablando	 una	 primera	 conversación	 con	 ellos	 descubro	 que	 la	 madre	 está	





indican	por	donde	 tenemos	que	seguir	andando.	Este	hecho	hace	que	 las	personas	 se	quejan	con	
razón.	Hay	muchas	personas	que	suben	hoy	al	campo.	Comentandolo	con	alguna	se	quejan	de	lo	que	
han	 pagado	 y	 que	 encimas	 se	 tenga	 que	 caminar	 para	 llegar	 hasta	 el	 sitio.	 Por	 lo	 que	 se	 puede	
observar,	creo	que	es	una	cuestión	de	gestión	de	colas.	Al	bajar	el	personal	más	lejos	se	forma	una	
cola	 más	 distribuida	 y	 se	 evita	 el	 riesgo	 de	 aglomeración.	 Sin	 embargo,	 a	 medida	 que	 vamos	
subiendo	 algunas	 quejas	 se	 solapan	 con	 comentarios	 de	 admiración	 de	 las	 vistas	 que	 hay	 desde	








25	y	40	años.	Las	 conversaciones	 son	entrecortadas	 tanto	por	 la	 subida	 como	por	 la	 expectativa.	
Hay	muchas	ganas	de	saltar	y	ver	a	 los	músicos.	Entre	 los	que	suben	hay	mayoría	 femenina.	Hay	
mucho	cargamento	de	alcohol.	Se	ven	muchas	personas	con	bolsas,	maletas	y	tiendas	de	campaña.	
No	 hace	mucho	 sol,	 pero	 si	 calor.	 Si	 tuviera	 que	 decir	 algo	 de	 las	 personas	 que	 veo	 es	 que	 son	
personas	con	poder	adquisitivo.	Por	un	lado,	el	sólo	hecho	de	poder	estar	en	el	festival	ya	lo	indica.	
Pero,	 lo	observo	 también	por	 la	cantidad	de	ropa	de	marca,	 zapatillas	y	prendas	que	deslumbran	
por	su	novedad.	Es	realmente	una	pasarela	el	festival.	Antes	de	llegar	al	cruce	que	separa	el	camino	
de	 los	que	van	al	camping,	hay	una	gran	cola	de	personas	esperando	para	entrar	al	 festival.	Se	ve	







[5.25]	 Mientras	 nos	 vamos	 acercando	 hay	
más	 aglomeración.	 El	 flujo	 de	 personal	 es	
suave	 y	 no	 hay	 dificultad	 para	 pasar.	 En	
comparación	 con	 el	 año	 pasado	 es	 mucho	
más	 rápido.	 Esto	 es	 debido	 a	 que	 han	
cambiado	 el	 sistema	 de	 entrega	 de	 las	
pulseras.	Este	 año	está	 en	San	Mamés,	 como	
he	 contado	 antes,	 esto	 hace	 mucho	 más	












Antes	 de	 entrar	 y	 pasar	 todas	 las	 vallas	 hay	 que	 verificar	 la	 identidad	 con	 las	 pulseras	 en	 unos	
lectores	 que	 hay	 al	 lado	 de	 las	 vallas.	 Hay	 una	 persona	 encargada	 de	 ayudarte	 y	 de	 revisar	 las	
mochilas.	Dentro	del	recinto	no	se	puede	entrar	ni	con	comida	ni	con	bebida.	Esto	me	recuerda	otra	
vez,	el	gran	negocio	que	puede	ser.	A	la	vez,	me	pone	en	situación	de	que	estás	entrando	en	un	sitio	








triángulo.	 Me	 recuerda	 directamente	 el	 logo	 del	 festival	 y	 a	 la	 vez	 la	 sensación	 de	 estar	 en	 un	
festival	 “campero”.	 La	 entrada	 está	 mucho	 más	 desahogada	 de	 gente	 y	 hace	 que	 la	 sensación	
primera	 sea	 de	 tranquilidad.	 Aunque	 tengo	 que	 reconocer	 que	 esto	 es	 así	 porque	 he	 venido	 a	
primera	hora	del	festival.	Sin	embargo,	me	hace	comparar	con	otras	experiencias	de	festivales	que	








El	 tiempo	es	 ideal	y	acompaña	al	buen	humor.	En	cuanto	paso	 la	estructura	triangular	de	madera	
me	encuentro	con	el	espacio	Firestone	que	está	a	la	izquierda.	Se	trata	de	un	mini	escenario	en	el	
que	se	ofrecen	pequeños	concierto	y	por	supuesto,	publicidad	de	la	marca.	De	repente,	veo	que	hay	
unos	 gritos	 y	 veo	 un	 grupo	 de	 gente	 saltando	 y	 bailando	 alrededor	 de	 una	 botella	 inmensa,	 y	 al	
fondo	está	uno	de	 los	escenarios	grandes.	Resulta	que	 los	 chicos	y	 chicas	que	están	bailando	son	
unos	cuantos	contratados	por	Jägermaster	para	favorecer	que	vayan	al	stand	que	tienen	más	abajo.	
Tengo	 la	 sensación	 de	 que	 me	 encuentro	 en	 una	 feria	 de	 productos	 porque	 a	 medida	 que	 me	
desplazo	me	encuentro	con	dos	personas	que	me	ofrecen	dos	preservativos	de	la	marca	Durex.	A	la	
derecha	 tengo	 un	 espacio	 muy	 bonito	 de	 Vueling	 y	 más	 abajo	 tengo	 un	 ciervo	 inflable	
impresionante	de	Jägermaster.	Estoy	por	decir	“viva	el	consumo!”.	
	[5.75]	 A	 la	 derecha	 hay	 una	 pequeña	 colina	 en	 la	 que	 están	 todos	 los	 food	 trucks	 que	 venden	
comida.	Hay	un	espacio	ajardinado	con	árboles	y	bancos	para	sentarse.	Es	una	especie	de	sección	
apartada	 que	 hace	 como	 de	 Lounge	 entre	 escenarios.	 Hay	 gente	 desperdigada,	 algunos	 ya	 están	
















	[6]	 A	 continuación	me	 dirijo	 al	 espacio	 central.	 Hay	 un	 escenario	 de	 unos	 30	metros	 de	 altura,	
enfrente	el	control	de	sonido	y	una	zona	VIP.	Debajo	de	esta	zona	central	está	la	barra	para	vender	
cerveza	y	bebidas	alcohólicas.	Paso	por	el	interior	de	Gora!(Tent),	es	una	tienda	muy	grande	donde	








[6.25]	 Después	me	 dirijo	 al	 pequeño	 bosque	 donde	 están	 dos	 de	 los	 espacios	más	 escondidos	 y	
especiales	 del	 festival:	 Basoa(Bosque	 en	 euskera)	 y	 Lasai(Tranquilo).	 Son	 los	 dos	 espacios	 de	
música	 electrónica	 el	 primero	 mucho	 más	 animado	 y	 el	 segundo	 para	 descansar	 y	 contemplar.	
Basoa	está	situado	en	un	mini	valle	envuelto	entre	arboles-.	Lasai	está	en	lo	alto	de	una	loma	donde	
se	 puede	 ver	 unas	 buenas	 vistas	 de	 Bilbao.	 Reconozco	 que	 estos	 dos	 espacios	 están	 muy	 bien	
conseguidos	y	le	dan	un	toque	especial	al	festival.		
Después	de	visitar	estos	dos	espacios	me	dirijo	hacia	el	camino	que	conduce	al	camping	y	subo	otra	











hay	 en	 el	 cartel	 del	 festival	 (the	 XX	 y	 Florence).	 Se	 ve	 que	 es	 la	 primera	 vez	 que	 viene,	 pero	 se	




Después	 de	 hablar	 con	 él,	 me	 detengo	 con	 un	 grupo	 de	 mujeres	 que	 vienen	 de	 Jaén.	 Están	
totalmente	apasionadas	para	ver	a	Childish	Gambino.	Vienen	de	Jaén	y	se	han	tomado	dos	días	de	
vacaciones	para	hacer	 toda	 la	 experiencia	 del	 festival.	 Están	 acampadas	 y	 se	 les	 ve	 con	 ganas	de	
experimentar.	Se	han	hecho	unas	camisetas	para	la	ocasión.	Son	4	y	las	cuatro	van	tatuadas,	algunas	
con	 piercings.	 Consideran	 que	 me	 pueden	 aportar	 poco	 al	 considerar	 que	 tienen	 una	 FP	 de	
educación.	 Intento	borrar	esas	barreras	y	poco	a	poco	entramos	más.	Son	unas	enamoradas	de	 la	
música	 tres	 de	 ellas,	 la	 cuarta	 más	 joven	 es	 menos	 aficionada,	 simplemente	 ha	 venido	 para	
acompañar	a	sus	amigas	y	vivir	una	buena	experiencia.	
	[6.75]	Después	me	dirijo	otra	vez	al	escenario	principal	donde	ya	está	tocando	Morgan.	Es	un	grupo	
español	 que	 canta	 un	 soul	 que	 podría	 ser	 del	 todo	 americano.	 Hay	 unos	 cuantos	 “grupies”	 en	 la	





Florence	 and	 the	 Machine.	 La	 madre	 me	 indica	 que	 viene	 sólo	 para	 acompañar	 a	 su	 hijo.	 Al	
encontrarme	con	esta	situación	me	he	fijado	que	hay	algunas	familias.	A	estas	horas	de	la	tarde	se	






Me	 cobran	 3	 euros	 por	 una	 agua,	 me	 siento	 estafado.	 Pero,	 la	 sensación	 desaparece	 rápido	 al	
escuchar	 una	 de	 las	 canciones	 que	 se	 conocen	 más	 de	 Morgan.	 Me	 dirijo	 hacia	 la	 derecha	 del	
escenario.	 Entablo	 conversación	 con	 una	 pareja	 que	 proviene	 de	 Irlanda.	 Vienen	 desde	 hace	 un	
tiempo.	 Su	 experiencia	 es	 vivir	un	poco	el	 clima	expañol,	 sol,	 buena	 comida	y	disfrutar	de	buena	
música	 (	 por	 lo	 que	 veo,	 de	 habla	 inglesa).	 Justo	 detrás	 de	 ellos	 hay	 otra	 pareja	 más	 joven	 de	
ingleses	que	vienen	en	especial	para	Florence.	
El	 ambiente	 en	 Gora!	 (Tent)	 está	 totalmente	 muerto.	 	 Se	 nota	 que	 quieren	 cuidar	 que	 no	 haya	
superposición	 en	 los	 horarios.	 Sin	 embargo,	más	 adelante	 en	 algunas	 horas	 sucede	 que	 hay	 tres	
grupos	 tocando	 a	 la	 vez.	 Esto	 crea	 oposición	 en	 las	 redes	 en	 algunas	 ocasiones	 y	 algunos	
comentarios	en	general	de	poca	aprobación.		En	este	espacio	me	encuentro	con	bastantes	personas	
fumando	marihuana.	
[7.25]	 Antes	 de	 adentrarme	 en	 el	 espacio	 de	 Basoa	 me	 paro	 hablar	 con	 dos	 chicas	 que	 están	
sentadas	 en	 el	 suelo	 tomándose	 algo.	 Tendrán	 alrededor	 de	 cuarenta	 años.	 Una	 de	 ellas	 toca	 la	
batería	como	yo	y	la	otra	regenta	un	bar	de	copas	de	Barcelona.	Me	comentan	que	llevan	desde	las	
12	 de	 la	 mañana	 tomando	 cervezas.	 Por	 lo	 que	 me	 comentan	 llevan	 en	 su	 espalda	 bastantes	
festivales	 y	 les	 gusta	mucho	el	 ambiente.	Van	más	por	 la	 experiencia	de	vivir	un	momento	único	
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más	que	por	la	música.	Están	durmiendo	en	el	cámping,	me	comentan	que	cada	vez	a	mejorado	más	
la	 organización.	 También	 están	 consumiendo	 marihuana.	 Se	 les	 nota	 eufóricas,	 pero	 a	 la	 vez	
relajadas.	Me	quieren	invitar	a	consumir,	les	digo	que	estoy	trabajando	para	mi	tesis	doctoral.	Les	
interesa	el	 tema	y	empezamos	a	hablar	de	 cómo	afecta	 culturalmente	un	evento	 como	este.	Ellas	






















a	 encontrarse	 y	 a	 conocer	 a	 la	 gente.	 Le	 pregunto	 si	 después	 del	 festival	 considera	 que	 tendrá	














más	 impersonal	 y	 de	 total	 evasión.	 En	 este	 ambiente	 es	 difícil	 mantener	 una	 conversación,	 lo	
intentaré	en	la	tercera	vuelta.	Gran	parte	de	ellos	llevan	una	bebida	en	la	mano	y	están	a	su	aire	
Subo	a	la	zona	de	Lasai	y	el	ambiente	está	mucho	mejor	que	antes.	Hay	más	gente,	pero	la	música	
sigue	 siendo	 del	 mismo	 estilo.	 Se	 reproduce	 una	 música	 electrónica	 más	 tranquila.	 Allí,	 puedo	


















pregunto	que	que	está	haciendo.	Me	comenta	que	 trabaja	en	 la	 cabina	de	 cashless,	 está	haciendo	







Me	 dirijo	 a	 la	 zona	 donde	 están	 las	 letras	 de	 BBK	 live.	 Allí	 hay	 muchas	 personas	 sentadas	 que	
pueden	 ver	 el	 festival	 con	 una	 perspectiva	 privilegiada.	 Consigo	 hablar	 con	 un	portugués	 que	 ha	
venido	 a	 pasar	 el	 festival.	 La	 verdad	 que	 no	me	 comenta	mucho	 y	 por	 lo	 que	 veo	 o	 entiendo	 ha	
venido	sólo.	Después	de	hablar	con	él	y	despedirme,	me	dirijo	a	otra	persona	que	está	sola.	Es	un	
hombre	de	unos	cincuenta	años.	Viene	de	EEUU,	él	tiene	muy	claro	que	viene	por	la	música.	Pero	la	
organización	de	 los	 festivales	 es	 un	 gran	 complot	 para	 favorecer	 el	 capitalismo.	 Le	noto	un	poco	
desencantado	por	la	presencia	demasiado	excesiva	de	los	stands	de	las	marcas	y	de	todo	el	sistema	
para	sacarte	dinero	y	consumir.	
Al	 terminar	 esta	 segunda	 vuelta	me	 doy	 cuenta	 de	 dos	 cosas,	 el	 cansancio	 está	 a	 niveles	 altos	 y	
además	no	tengo	batería	en	el	móvil.	Me	dirijo	hacia	la	barra	que	está	más	cerca	de	la	entrada	del	
camping	con	la	 intención	de	que	me	dejen	cargar	el	móvil.	 	Curiosamente	la	barra	está	vacía,	sólo	
está	 la	encargada	de	servir	 las	cervezas.	 	Le	consulto	 la	posibilidad	de	cargar	 los	móviles,	pero	 lo	
niega	rotundamente.	Lo	 intento	negociar	y	no	hay	manera.	Me	doy	cuenta	de	que	 tienen	órdenes	
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En	 el	 escenario	 Heineken	 están	 tocando	 los	 Cigarretes	 after	 sex.	 La	 afluencia	 es	 moderada,	 es	





















están	muy	 llenos	 y	 creo	 que	 tardaré	 demasiado.	 En	 el	 espacio	más	 cercano,	 cerca	 del	 escenario	
Heineken,	sin	embargo,	a	medida	que	observo	me	doy	cuenta	que	será	muy	difícil	pasar	al	otro	lado	
y	además	tengo	muy	poca	bateria.	Alarmado	por	este	hecho,	cambio	de	planes	y	decido	ir	a	cargar	el	
móvil.	 El	 concierto	de	Childish	 está	 a	punto	de	 empezar	 y	no	 tengo	ni	 idea	de	 como	 resolveré	 el	
problema.	 Pregunto	 en	diversos	 stands	 y	 no	me	dejan.	Hasta	 que	 finalmente	me	 encuentro	 en	 el	
espacio	Pepsi	Cola	y	veo	que	hay	cargadores.	Además	hay	unas	butacas	instaladas	en	una	especie	de	









banda	 increíble	 y	 un	montón	 de	 voces.	 Para	 intentar	 sobrevivir	 la	 noche	me	 pido	 una	 pepsi,	me	






[8.25]	 El	 espectáculo	 de	 Childish	 es	 realmente	 interesante.	 Tiene	 una	 capacidad	 vocal	 increíble,	
tiene	 un	 espectáculo	 visual	 muy	 bien	 pensado	 y	 además	 combina	 con	 coreografías	 muy	 bien	
trabajadas.	El	espacio	pensado	para	este	espacio	está	abarrotado.	No	cabe	un	alfiler.	La	gente	que	
está	dentro	del	espectáculo	está	entregada	al	momento.	Corean	 las	canciones,	bailan	y	gritan.	Las	







más.	 Observo	 que	 hay	 bastantes	 personas	 que	 están	 parecidas	 a	 mi,	 que	 simplemente	 están	
esperando	 para	 cargar	 el	 móvil.	 El	 stand	 también	 ha	 puesto	 un	 futbolín	 para	 que	 las	 personas	






concierto.	 Suena	 el	 gran	 hit	 de	 “This	 is	 America”	 y	 me	 decido	 a	 salir.	 La	 gente	 está	 votando	 y	
cantando	 a	 coro,	 todo	 el	 mundo	 se	 sabe	 la	 canción.	 Realmente,	 me	 doy	 cuenta	 que	 el	 festival	
programa	 o	 se	 hace	 llamar	 festival	 alternativo,	 pero	 realmente	 va	 a	 lo	 más	 pop	 de	 lo	 que	 se	
considera	alternativo.	Por	tanto,	en	cierta	manera,	siento	un	poco	que	las	personas	que	están	aquí	





ver	que	no	 estén	haciendo	 señales	 a	 otros.	 Segundo,	 casi	 todos	 están	 consumiendo	algún	 tipo	de	
bebida.	Tercero,	el	olor	a	marihuana	es	constante.	Además,	hay	una	especie	de	sincronismo	con	la	
música.	 No	 puedes	 estar	 hablando	 tanto	 por	 el	 volumen	 de	 la	 música	 como	 por	 el	 propio	
comportamiento	de	 las	personas	que	se	encuentran	allí.	Por	último,	creo	que	casi	 todos	 los	de	mi	







cenar.	Me	doy	prisa	porque	ahora	mucha	gente	 saldrá	de	Childish	 con	 la	misma	 intención.	Como	
tenía	 intención	antes	me	dirijo	 a	 la	 zona	de	 la	 entrada,	 cerca	del	 espacio	ThunderBitch.	Antes	de	
cenar	me	doy	una	vuelta	para	ver	el	ambiente	en	este	último	y	en	el	mini	escenario	de	Firestone.	
Justo	ha	terminado	el	concierto	en	Firestone	donde	tocaban	Bad	Sounds,	me	sorprende	el	número	
de	 gente	 que	 no	 estaba	 en	 el	 concierto	 de	 Childish.	 El	 espacio	 ThunderBitch	 ya	 está	 sonando	
BadGyal,	 son	 las	 once	 de	 la	 noche.	 Es	 sorprendente	 como	 toda	 la	 maquinaria	 funciona	
sincronizadamente.	 Aún	 me	 sorprende	 más	 el	 estilo	 de	 Badgyal,	 es	 totalmente	 música	 pop	 del	
momento,	es	un	reggaeton	con	una	buena	dosis	de	autotune.	Entro	en	el	concierto.	El	ambiente	es	
otro	 al	 que	 en	 cualquier	momento	me	 hubiese	 planteado	 del	 BBK.	 Las	 personas	 son,	 en	 su	 gran	
mayoría,	 nacionales	 de	 España.	 Cantan	 a	 coro	 y	 creo	 que	 no	 estarían	 colocados	 en	 el	 marco	 de	
hipsterismo.	Sin	embargo,	tiene	un	público	mayoritariamente	femenino.	
Al	 acabar	 la	 breve	 observación	 en	 este	 espacio	 hago	 un	 breve	 paseo	 por	 todos	 los	 foods	 truck	 i	
puestos	de	venda	de	comida	de	la	zona.	Hay	una	buena	cantidad	de	puestos	disponibles.	Se	puede	
elegir	comida	mexicana,	pizzas,	kebab	e	 incluso	pintxos	típicos	del	País	Vasco.	Me	decido	por	una	































gente	 entrando	 y	 saliendo.	 Además	 acaba	 de	 terminar	 el	 concierto	 de	 Alt-j.	 Después	 de	 cada	






corta	con	 las	 típicas	 flores.	Este	modelo	de	camisa	o	parecido	son	muy	comunes	entre	 los	chicos.	
Hay	una	 especie	de	 imagen	marcada	para	 las	personas	que	 frecuentan	 los	 festivales,	 como	ya	he	
indicado	previamente.	
[8.75]	En	el	lateral	del	escenario	hay	una	zona	donde	se	puede	ver	mejor	el	espectáculo.	Me	dirijo	a	
esa	 zona.	 Me	 pongo	 hablar	 con	 una	 pareja	 de	 homosexuales.	 Constato	 que	 lo	 son	 por	 sus	
524	
expresiones	 afectivas.	Después	 de	 hablar	 con	 ellos	 descubro	que	uno	 es	 de	Uruguay	 y	 el	 otro	 de	
Bilbao.	 Están	 esperando	 a	 ver	 a	 Florence	 (de	 hecho	 quedan	 menos	 de	 10	 minutos	 para	 que	























de	 hoy.	 En	 Basoa	 hay	música	 techno	 de	 lo	más	 animada.	 Es	 sorprendente	 como	 el	 ambiente	 ha	









[9]	En	Lasai	me	encuentro	otra	vez	en	otro	mundo.	Realmente	para	mi,	 en	el	 estado	actual,	 es	 el	
mejor.	 Un	 ambiente	 relajado	 y	 con	música	 de	 fondo.	 Me	 sorprende	 otra	 vez	 el	 contraste	 que	 se	




gente.	 Intento	mantener	 conversación	 con	 alguna	 persona	 pero	 es	 difícil.	 Consigo	mantener	 una	




	[9.25]	 Creo	 que	 la	 gestión	 del	 cansancio	 en	 estos	
momentos	es	crucial	para	poder	seguir	realizando	el	
trabajo.	 Otra	 vez	 estoy	 sin	 batería	 en	 el	 móvil	 y	
decido	 tomarme	 un	 respiro	 en	 el	 mismo	 sitio	 que	
antes.	 Además,	 así	 puedo	 ver	 el	 ambiente	 del	
concierto	 estrella	 de	 la	 noche.	 Me	 dirijo	 hacia	 la	
explanada	principal	 en	busca	de	 los	 cargadores,	 son	
cerca	de	la	una	de	la	mañana.	Creo	que	al	concierto	le	
queda	 un	 poco	 menos	 de	 la	 mitad.	 Tengo	 que	
reconocer	 que	 a	 mi	 también	 me	 gusta	 el	 estilo	






palpar	 que	 hay	 más	 euforia,	 pero	 creo	 que	 diría	 más	 desgarrada,	 más	 entregada	 en	 vivir	 el	
momento	y	 la	experiencia	del	concierto.	Puedo	disfrutar	 también	personalmente	de	 la	ocasión	de	
ver	a	Florence	and	The	Machine	.	Es	un	espectáculo	ver	como	la	artista	se	entrega	y	se	mueve	por	el	











minutos	 para	 animar	 a	 no	 grabar,	 no	 usar	 el	 móvil	 y	 simplemente	 vivir	 el	 instante	 para	 que	 se	
quede	 en	 la	 memoria	 vital,	 la	 experiencia	 del	 concierto.	 En	 el	 fondo,	 tanto	 su	 música,	 cómo	 el	
ejemplo	que	da	en	directo	y	 sus	arengas	 son	 toda	una	declaración	de	vivr	 el	momento.	Un	 carpe	
diem	materializado	en	el	concierto	pero	además	de	rechazo	hacia	lo	digital	como	distracción	de	lo	
real.	Sin	embargo,	después	al	 rato,	una	buena	mayoría	de	personas	vuelve	a	 tener	el	móvil	en	 las	
manos.	
[9.5]	Mi	nivel	de	cansancio	está	 llegando	a	cotas	 insospechadas	y	más	cuando	acaba	el	 concierto.	
Haciendo	 de	 tripas	 corazón	me	 acerco	 a	 un	 grupo	 de	 tres	 personas.	 Dos	 chicos	 y	 una	 chica	 que	
vienen	 del	 espacio	 Bilbao	 y	 han	 estado	 viviendo	 el	 concierto.	 Noto	 en	 ellos	 también	 mucho	
cansancio,	huelen	a	alcohol	y	 tabaco.	No	quieren	hablar	 conmigo	en	profundidad.	Les	hace	 cierta	






y	me	pregunta	 si	 soy	 alguién	del	 festival	 o	 de	 la	 policía.	 Le	 vuelvo	 a	 explicar	 que	 soy	 totalmente	
“inofensivo”,	 estoy	 para	 la	 tesis.	 Sigue	 desconfiando	 de	 mi	 y	 me	 sigue	 preguntando.	 Consigo	
tranquilizarlo	 un	 poco	 y	 finalmente	 le	 convenzo,	 aunque	 la	 sombra	 de	 desconfianza	 se	 sigue	
notando.	Me	despido	de	él	intentado	convencerle	de	que	todo	quedará	en	la	confidencialidad.	No	se	
lo	cree.		
[9.75]	 Son	 las	dos	de	 la	madrugada	y	 el	 espacio	 central	 está	desperdigado.	 Se	nota	menos	 gente,	




Se	 trata	más	de	una	etiqueta	y	no	 tanto	de	una	realidad.	El	presupuesto	en	contratación	 imagino	





























extrañan	 que	 a	 estas	 horas	 alguién	 esté	 trabajando.	 Están	 en	 el	 camping	 y	 consideran	 que	 la	
experiencia	del	 festival	es	una	expresión	de	amor,	que	aquí	realmente	 las	personas	están	a	una	y	








	[10.25]	 Lo	 que	 me	 acaba	 de	
suceder	es	 la	puerta	a	 lo	que	creo	
que	es	una	nueva	fase	del	festival.	
El	 comportamiento	 de	 las	
personas	 es	 diría	 que	 más	
imprevisible.	 Por	 una	 parte,	 los	
asistentes	estan	más	cansados	y	se	
dejan	 llevar	 más	 por	 las	
sensaciones,	 y	 creo,	 que	 también	
por	 la	 necesidad.	 Creo	 que	

















[11.25]Son	 las	 tres	 de	 la	 madrugada	 y	 me	 decido	 despedir	 de	 la	 experiencia	 dentro	 del	 propio	
festival.	Cuando	ya	salgo	del	 recinto	por	 la	puerta	de	salida	me	encuentro	otras	muchas	hacen	 lo	





se	 coge	 el	 bus.	 Hay	 alguna	 pareja	 de	 enamorados	 y	 también	 me	 sorprende	 ver	 una	 pareja	 de	
alrededor	de	los	70	años,	por	lo	que	parecen	extranjeros	que	a	esa	hora	van	de	retirada.	
[11.5]	 La	 vuelta	 es	muy	 distinta	 a	 la	 ida.	 	 Las	 caras	 son	 de	 cansancio	 y	 en	 general	 olemos	 todos	
bastante	 mal.	 Algunas	 mujeres	 están	 comentando	 asuntos	 de	 su	 vida	 ordinaria.	 Al	 dia	 siguiente	







[1]	 Las	 sensaciones	 previas	 a	 este	 festival	 son	 distintas	 comparadas	 con	 los	 festivales	 que	
acostumbro	 ir.	 Creo	 que	 se	 tratará	 de	 una	 experiencia	 menos	 sumergida	 en	 comparación	 con	
festivales	de	acampada	y	con	festivales	que	empiezan	más	temprano.	Hay	mucho	menos	ambiente	
de	 festival	en	el	 transporte.	Se	ven	 turistas	 llegando	a	Donostia	pero	no	se	nota	una	vibración	de	
gente	que	participa.	
[1.5]	Sin	embargo,	tengo	cierta	expectativa	de	ir	a	un	evento	selecto.	La	llegada	a	San	Sebastián	ya	te	
prepara	 para	 el	 festival	 y	 de	 una	 forma	 cuidada.	 Todas	 las	 farolas	 de	 la	 entrada	 principal	 tienen	

















[2.5]	 Hago	 una	 breve	 descripción	 de	 los	 espacios	 que	 constituyen	 el	 festival.	 Son	 un	 total	 de	 15	












60€.	Por	 tanto,	desde	el	punto	de	vista	económico	participar	en	un	 festival	de	este	 tipo	tiene	que	
venir	desde	una	posición	desahogada	o	de	claro	interés.	 	
[3.25]	 Los	 trece	 espacios	 restantes	 se	 pueden	 dividir	 entre	 bares,	 escenarios	 y	 espacio	
multidisciplinares.	 Como	 se	 puede	 ver	 en	 el	mapa	 anterior	 el	 festival	 está	 centrado,	 por	 tener	 la	
mayoría	de	los	espacios	allí,	entre	la	plaza	del	Alderdi	Eder	y	el	espacio	de	la	Zurriola.	









	[3.75]	 Antes	 de	 entrar	 en	 la	 descripción	 de	 la	 experiencia	 durante	 el	 festival	 he	 considerado	
priorizar	los	espacios	gratuitos	de	los	espacios	de	pago.	Lo	he	considerado	así	por	una	cuestión	de	












[4.25]	Hablando	 con	 algún	 conocido	de	 la	 ciudad	me	doy	 cuenta	que	para	 el	 ciudadano	medio	 la	
participación	 en	 el	 festival	 es	 relativamente	 importante	 para	 su	 vida.	 	 Reconocen	 que	 es	 de	
importancia	por	el	aporte	económico	y	de	turistas.	Sin	embargo,	con	las	personas	que	he	hablado,	lo	
ven	 como	un	 robo	 el	 precio	 de	 las	 cervezas	 y	 consideran	 que	 sólo	 es	 una	manera	 de	 atraer	más	
turismo.	Esto	contrasta	 con	alguna	visión	de	otros	amigos	míos	que	viven	aquí	y	 lo	ven	como	un	
gran	evento	de	entretenimiento	y	festivo.	




puede	divisar	 la	parte	más	alta	del	 escenario	del	Alderdi	Eder	 (Espacio	Skoda).	Al	 lado	del	Hotel	
Londres	se	encuentra	un	coche	Skoda	expuesto	y	presentando	el	patrocinio	oficial	de	 la	marca	al	
festival.	Esto	me	hace	pensar	por	un	 lado	 lo	 importante	que	puede	ser	para	 las	marcas	un	evento	
así,	 tanto	 por	 relacionar	 su	 marca	 con	 la	 marca	 del	 festival,	 como	 por	 el	 coste	 que	 les	 puede	
25 UZTAILA / JULIO / JULY / JUILLET
ASTEAZKENA / MIÉRCOLES / WEDNESDAY / MERCREDI
26 UZTAILA / JULIO / JULY / JUILLET
OSTEGUNA / JUEVES / THURSDAY / JEUDI
27 UZTAILA / JULIO / JULY / JUILLET
OSTIRALA / VIERNES / FRIDAY / VENDREDI
28 UZTAILA / JULIO / JULY / JUILLET
LARUNBATA / SÁBADO / SATURDAY / SAMEDI
29 UZTAILA / JULIO / JULY / JUILLET
IGANDEA / DOMINGO / SUNDAY / DIMANCHE
TRINITATE PLAZA /  
PLAZA DE LA TRINIDAD / 
TRINITY SQUARE / 
PLACE DE LA TRINITÉ
21:00 24€
Jacob Collier Quartet
Christian Scott, Terrace 
Martin, Taylor McFerrin, 
Robert Glasper, Derrick Hodge 
& Justin Tyson:  
R + R = NOW
21:00 24€
Holland/Hussain/Potter Trio  
(ft. Dave Holland, Zakir 






Chick Corea Akoustic Band
Curtis Stigers
KURSAAL AUDITORIOA /  
AUDITORIO KURSAAL / 
KURSAAL AUDITORIUM /  
AUDITORIUM KURSAAL
18:00 45€







Gregory Porter: Symphonic 
Tribute to Nat King Cole
23:00 20€ (Abonamendutik kanpo/
fuera de abono/not in season ticket/hors 
abonnement)
An Evening With Yann Tiersen  
Solo In Concert
VICTORIA EUGENIA ANTZOKIA /  
TEATRO VICTORIA EUGENIA / 
VICTORIA EUGENIA THEATRE /  
THÉÂTRE VICTORIA EUGENIA
12:30 15€
Iñaki Salvador: Mikel Laboa 
oroimenez
24:00 15€









Naïssam Jalal & Rhythms of 
Resistance ft. Médéric Collignon
12:30 20€
Michel Portal, Vincent Peirani,  
Émile Parisien
23:00 15€
Émile Parisien Quintet: Sfumato, 
ft. Michel Portal & Vincent Peirani
SAN TELMO MUSEOA /  
MUSEO SAN TELMO / 
SAN TELMO MUSEUM /  
MUSÉE SAN TELMO
SARRERA DOAN / ENTRADA LIBRE / 
FREE ADMISSION /  ENTRÉE GRATUITE
11:30
Museo San Telmo - Espacio 
Fundación SGAE
Conferencia de Patri Goialde sobre  
Duke Ellington (gaztelaniaz/en castellano/ 
in Spanish/en espagnol)
Conrad Herwig-Carlos Martín 
Quintet
11:30
Museo San Telmo - Espacio 
Fundación SGAE
Conferencia de Patri Goialde sobre  




Museo San Telmo - Espacio 
Fundación SGAE
Conferencia de Patri Goialde sobre  




Museo San Telmo - Espacio 
Fundación SGAE
Conferencia de Patri Goialde sobre 
Charles Mingus (gaztelaniaz/en castellano/
in Spanish/en espagnol)
Andrzej Olejniczak Quartet: 
Interpreting Chopin
HEINEKEN AGERTOKI BERDEA /  
ESCENARIO VERDE HEINEKEN / 
HEINEKEN GREEN STAGE /  
SCÈNE VERTE HEINEKEN
SARRERA DOAN / ENTRADA LIBRE / 
FREE ADMISSION /  ENTRÉE GRATUITE
JAZZ BAND BALL
21:00 Rubén Blades
24:00 Too Many Zooz
21:00 Izaro





FRIGO GUNEA / ESPACIO FRIGO /  
FRIGO SPACE / ESPACE FRIGO
SARRERA DOAN / ENTRADA LIBRE /  
FREE ADMISSION / ENTRÉE GRATUITE
JAZZ BAND BALL
19:30 Bruce Barth Trio: The Grateful 
Dead Project
22:30 GoGo Penguin
18:30 Double Drums Quartet
22:30 Kike Mora Evolución Natural
18:30 The Machetazo
22:30 Reunion Big Band
18:30 Big Band Donostiako Udalaren 
Musika eta Dantza Eskola
22:30 David Cid Trio
18:00 Ana Bejerano Concept
23:00 ZigJazzUnit
HEINEKEN TERRAZA / TERRAZA HEINEKEN /  
HEINEKEN TERRACE / TERRASSE HEINEKEN
SARRERA DOAN / ENTRADA LIBRE /  
FREE ADMISSION / ENTRÉE GRATUITE
JAZZ BAND BALL
19:30 Tom Ibarra
22:30 Julian Lage Trio
18:30 Éric Séva
22:30 Tom Ibarra
18:30 Derek Brown: Beatbox Sax
22:30 Ulrich Calvo Jazz Quartet
18:30 K3
22:30 Hervé Sellin Trio
18:30 Oso Fan
22:00 Nerabe
COCA-COLA GUNEA / ESPACIO COCA-COLA / 
COCA-COLA SPACE / ESPACE COCA-COLA
SARRERA DOAN / ENTRADA LIBRE /  
FREE ADMISSION / ENTRÉE GRATUITE
JAZZ BAND BALL
19:30 Trizak
22:30 Endangered Blood  
(Black/Speed/Noriega/Dunn)
18:30 Endangered Blood  
(Black/Speed/Noriega/Dunn)
22:30 Dick Oatts & Víctor de Diego 
Quintet
18:30 Dick Oatts & Víctor de Diego 
Quintet
22:30 Endangered Blood  
(Black/Speed/Noriega/Dunn)
18:30 Traffik Quartet
22:30 Beñat eta Julen Achiary  
& Joseba Irazoki: Bas(h)oan
18:00 Furia Txistulari
22:00 Noname Band
ALDERDI EDER - SKODA GUNEA /  
ALDERDI EDER - ESPACIO SKODA /  
ALDERDI EDER - SKODA SPACE /  
ALDERDI EDER - ESPACE SKODA
SARRERA DOAN / ENTRADA LIBRE /  
FREE ADMISSION / ENTRÉE GRATUITE
JAZZ BAND BALL
19:30 Old School Funky Family
22:00 Dick Oatts & Víctor de Diego 
Quintet
19:30 Derek Brown: Beatbox Sax
22:00 Julian Lage Trio
19:30-23:30 
Trojan Sound System ft.  













turistas	 y	 es	 difícil	 decir	 que	 sólo	 estén	 en	Donosti	 por	 el	 festival.	 Creo	 que	 todo	 lo	 contrario,	 el	


























hacias	 las	20:30	el	 jazz	que	pinchan	es	más	 liviano,	es	menos	electrónico	y	menos	rítmico.	Pero	a	
medida	que	pasan	las	horas	se	pasa	por	todo	tipo	de	jazz	y	cada	vez	más	electrónico	y	también	más	
fácil	de	entender.	Hay	guiños	a	la	música	latina	y	otras	composiciones	más	conocidas.	
[5.5]	 Es	 un	 espacio	 para	 todas	 las	 edades.	 Hay	 bastante	 turista	 internacional	 y	 parejas	 jóvenes.	
También	hay	parejas	más	entradas	en	edad.	Sin	embargo,	a	medida	que	pasan	las	horas	se	abarrota	
más	el	espacio	de	personas	más	jóvenes	y	con	más	ganas	de	fiesta	y	de	bailar.	
[5.75]	 Antes	 de	 empezar	 el	 paseo	 por	 la	 plaza	 Trinidad.	 Paso	 por	 el	 espacio	 Skoda.	 Justo	 en	 el	
momento	están	en	 la	mitad	del	concierto	de	“The	Old	School	Funky	Family”.	Este	es	un	escenario	
reducido	que	 tiene	 alguna	 sillas.	Después	del	paseo	por	 el	Boulevard	me	adentro	 a	 la	parte	 vieja	
donde	se	encuentra	el	espacio	de	la	Plaza	de	la	Trinidad	(“la	Trini”)	que	acogerà	conciertos	de	pago.	
El	ambiente	en	esta	zona	es	el	habitual:	bullicioso	y	lleno	de	turistas	durante	esta	época	del	año.	Se	





emblemáticos	 del	 festival.	 También	
por	 eso,	 uno	 de	 los	 espacios	 más	
caros.	 Creo	 que	 se	 puede	 titular	
como	 uno	 de	 los	 espacios	 selectos	
del	 festival.	 Tiene	 una	 capacidad	




la	 montaña	 Urgull.	 El	 espacio	 lo	
constituye	 la	 suma	 de	 un	 frontón	 grande	 y	 un	 frontón	 pequeño	 dispuestos	 perpendicularmente.	












concierto(Jacob	 Collier	 Quartet)	 se	 desarrolla	 entre	 aplausos	 y	 la	 gente	 disfruta.	 La	 calidad	 del	
sonido	es	fantástica.	












[6.75]	 En	 estos	 espacios	 no	 he	 podido	 experimentar	 en	 persona	 lo	 que	 sucede.	 Sin	 embargo,	 los	
conozco	y	me	puedo	 imaginar	de	que	 se	 trata	 en	 cuánto	al	 ambiente	del	 espacio.	 Sin	 embargo	 la	








creo	 que	 son	 voluntarios	 que	 niegan	 la	 entrada	 a	 personas	 con	 bebidas	 y	 comidas.	 Este	 hecho	















En	 las	 butacas	 en	 las	 que	 estamos	 sentados	 hay	 otros	 aficionados	 que	 se	 encuentran	 sentados.	
Están	esperando	para	ver	al	primer	grupo	de	música	de	la	tarde.	Me	despido	de	mi	primer	contacto	
en	 este	 espacio	 y	me	 siento	 unas	 filas	más	 atras.	 Entablo	 conversación	 con	 dos	 chicas	 de	 veinte	
años.	Son	médicos	y	han	tenido	guardia	toda	la	semana.	Aprovechan	el	descanso	para	“desconectar	
de	 todo	y	olvidarse	del	 trabajo”.	 Son	donostiarras	y	han	estudiado	en	Madrid.	Están	un	poco	a	 la	
expectativa.	Una	de	ellas	es	la	primera	vez	que	viene	al	festival	y	la	otra	no.	Están	esperando	a	más	
amigos	 y	 amigas	 que	 han	 quedado	para	 tomar	 algo	 dentro	 del	 recinto.	 Se	 quejan	 un	poco	 de	 los	
precios.	Al	descubrir	que	estoy	haciendo	la	tesis	doctoral	sobre	el	impacto	cultural	de	los	festivales	
de	 música	 se	 solidarizan	 conmigo.	 Les	 cambia	 la	 mirada	 y	 parece	 que	 estamos	 entre	 colegas	
universitarios.	Me	preguntan	sobre	 las	experiencias	que	he	vivido	y	hablamos	un	poco	de	todo	 lo	
relacionado	 con	 el	 proceso	 de	 sacar	 adelante	 una	 tesis	 doctoral.	 No	 es	 la	 primera	 vez	 que	 me	
encuentro	con	personas	que	se	solidarizan	con	la	causa	de	mi	tesis.	




del	 sol.	 En	 este	 espacio	 por	 la	 mañana	 se	 ha	 realizado	 el	 concierto	 del	













en	 la	 plaza	 trasera	 del	 Kursaal,	 en	 el	 que	 estaban	 haciendo	 un	 concierto	 de	 una	 banda	 de	 jazz	
pequeña.	Se	 trataba	de	una	promoción	del	propio	 festival	para	 favorecer	 la	venta	de	 recuerdos	y	
camisetas.	Me	doy	cuenta,	y	me	recuerda	la	sensación	que	he	tenido	en	el	BBK	live.	Estamos	como	

















centro	 de	 la	 playa,	 en	 el	 trayecto	 me	 encuentro	 con	 personas	 sentadas	 en	 el	 suelo	 fumando	 y	
bebiendo.	Como	antes,	el	perfil	es	de	chicos	o	chicas	entre	20	y	35	años.	Hablan	euskera	y	se	saben	









el	 recinto.	 Al	 cruzar	 el	 puente	 que	 conecta	 el	 Kursaal	 con	 el	 Boulevard	 constato	 que	 se	 está	
haciendo	 de	 noche.	 Por	 lo	 que	 vamos	 hablando	 uno	 de	 ellos	 es	 apasionado	 de	 la	 música	 y	
claramente	es	al	que	ha	convencido	a	su	otro	amigo	para	ir	a	dar	una	vuelta.	El	paseo	del	Boulevard	
está	 lleno	de	gente	que	va	y	 viene.	Damos	una	vuelta	hasta	 llegar	 a	 la	mitad	del	Boulevard,	pero	
ellos	 ya	 se	 despiden.	 Mis	 compañeros	 se	 retiran	 a	 su	 casa	 porque	 al	 día	 siguiente	 tienen	 que	




[8.75]	 Me	 he	 dado	 cuenta	 que	 el	 festival	 también	 puede	 ser	 lo	 que	 han	 hecho	 estos	 dos	 chicos.	
Puede	ser	un	lugar	de	paso	para	desconectar	y	para	disfrutar	de	una	cerveza	con	buen	ambiente.	De	
he	hecho	a	medida	que	se	acerca	la	noche	se	percibe	más	aglomeración	de	gente	y	la	media	de	edad	
baja	 considerablemente.	 Aunque	 sigue	 la	 presencia	 de	 personas	 por	 encima	 de	 la	 cuarentena,	 la	
media	de	edad	se	ha	reducido	en	general.	
[9]	El	paseo	que	hice	a	 la	 ida	ahora	está	mucho	más	 transitado.	Mucho	antes	de	encontrarme	 las	
casas	feriales	está	todo	copado	de	personas	que	van	y	vienen.	Las	calles	que	se	dirigen	a	“la	Trini”	y	




Consigo	 hablar	 con	 un	 camarero	 de	 un	 bar	 muy	 céntrico	 y	 me	 comenta	 que	 estos	 días	 hay	
muchísimo	 movimiento	 en	 el	 bar.	 Afirma	 rotundamente	 que	 en	 verano	 es	 cuando	 se	 hace	 más	
dinero,	y	a	la	vez,	es	mucho	mejor	este	tipo	de	cliente	que	el	cliente	que	acude	en	semana	grande.	
También	 he	 observado	 que	 en	 mis	 trayectos	 hay	 muchas	 personas	 (la	 mayoría	 jóvenes)	 que	


















WC.	 Es	 bastante	 difícil	 hacerlo	 tanto	 por	 el	 volumen	 que	 se	 maneja	 como	 por	 las	 condiciones	
festivas	que	no	facilitan	una	comunicación	muy	profunda.	Sin	embargo,	esto	también	me	alumbra	
en	 que	 hay	 mucho	 interés	 en	 crear	 ambientes	 así,	 tanto	 por	 la	 capacidad	 de	 hacer	 atractivo	 y	
divertido	el	festival	como	por	su	capacidad	de	favorecer	el	consumo.	
En	este	espacio	me	encuentro	que	la	mayoría	son	extranjeros.	Ellos	creo	que	buscan	un	ambiente	
así,	 seguramente	 será	 un	 prejuicio,	 pero	 es	 un	 ambiente	 totalmente	 de	 veraneo.	 El	 mar,	 buen	
tiempo,	buena	música	y	ambiente	festivo	hacen	de	este	espacio	del	festival	una	parada	turística.	
[9.75]	 Después	 voy	 al	 escenario	 Skoda	 y	 está	 un	 trío	 tocando	 un	 jazz	 bastante	 experimental,	 las	
personas	están	totalmente	concentradas	en	la	música,	el	guitarrista	es	muy	virtuoso.	El	ambiente,	
es	 totalmente	distinto,	 la	gente	está	sentada,	es	un	ambiente	mucho	más	 íntimo	y	a	 la	vez	culto	o	
sofisticado.	 El	 perfil	 de	 este	 ambiente	 es	 un	 mix	 entre	 personas	 de	 la	 zona	 e	 internacionales.	
Contrasta	de	forma	radical	con	el	ambiente	en	el	Nauticool.	Son	poco	más	de	las	once	cuando	acaba	








que	 ha	 participado	 del	 concierto.	 En	 general,	 son	 gente	 de	 40	 años	 para	 arriba.	 Han	 disfrutado	
mucho	del	concierto.	Con	los	que	he	conseguido	hablar	la	mitad	le	conocían	la	otra		mitad	no.	El	trio	
que	tocaba	es	Julian	Lage	Trio,	una	banda	liderada	por	un	guitarrista	americano.	Se	dedica	al	 jazz	
más	 experimental.	 Este	 último	 año	 está	 realizando	 una	 gira	 por	 todo	 el	 mundo	 presentando	 su	
nuevo	disco.	
Al	despedirme	de	los	asistentes	que	he	conocido	después	del	concierto	constato,	al	dirigirme	otra	
vez	 de	 vuelta	 a	 la	 zona	 del	 Kursaal,	 que	 el	 ambiente	 es	mucho	más	 eufórico.	 El	 volumen	 de	 las	
personas	 al	 hablar	 ha	 aumentado,	 el	 nivel	 de	 risas	 y	 festividad	 se	 palpa	 mucho	 más	 animado.	




[10.25]	Me	dirijo	otra	vez	a	 la	zona	del	Kursaal	esta	vez	no	por	el	 interior	de	 la	zona	vieja	sino	a	
través	del	Boulevard.	Como	era	de	esperar	hay	bastante	gente.	En	general	hay	más	gente	que	tira	
hacia	la	zona	del	Kursaal.	Interpreto	que	quieren	ver	un	poco	el	ambiente	ante	uno	de	los	cabeza	de	
cartel	 de	 este	 año.	 Al	 cruzar	 el	 puente	 que	 dirije	 al	 Kursaal,	 el	 paso	 se	 hace	 casi	 imposible.	 Hay	
mucho	más	volumen	de	personas	que	hace	un	par	de	horas.		Una	vez	cruzado	el	puente,	la	zona	está	
mucho	más	densa	que	hace	una	hora.	Las	barras	están	rodeadas	de	gente,	sin	aglomeraciones.	Hay	
gente	 en	 todos	 los	 bordillos	 grandes	 que	miran	 hacia	 el	 escenario.	 Las	 terrazas	 con	 sillas	 están	
todas	con	personas	tomando	algo.	En	el	escenario	Frigo	y	la	Terraza	Heineken	no	hay	mucha	gente.	
Sólo	 cuatro	 rezagados	que	están	esperando	o	pasando	de	 todo	el	mundo.	En	el	 espacio	 coca-cola	
tampoco	 hay	 nadie,	 pero	 en	 todo	 el	 bordillo	 que	 separa	 la	 playa	 de	 la	 Zurriola	 con	 la	 zona	 del	
Kursaal	está	lleno	de	personas	hablando	y	tomando	una	cerveza	tranquilamente.	
[10.5]	Gary	Clark	está	ofreciendo	su	rock,	en	un	festival	de	jazz.	Es	un	ambiente	muy	distinto	al	que	
supuestamente	 puede	 uno	 aspirar	 dentro	 de	 un	 festival.	 El	 sonido	 es	 muy	 bueno,	 pero	 el	 estilo	





parte	más	 cañera.	 El	 público	 es	 joven	 y	 huele	 a	 marihuana.	 En	 la	 playa	 hay	mucha	 cerveza.	 Me	
encuentro	con	varias	personas	con	las	que	comento	un	poco	el	concierto.	Una	de	ellas	está	bastante	
afectada	por	el	 alcohol.	Noto	que	este	ambiente	 contrasta	por	 completo	 con	el	que	he	visto	en	 la	






tranquilamente.	 Vuelvo	 a	 subir	 hacia	 la	 zona	 de	 la	 Terraza	 Heineken	 y	 me	 meto	 para	 ver	 el	
ambiente,	el	 concierto	de	Gary	Clark	está	acabando.	Me	quedo	hasta	el	 final,	pero	noto	que	estoy	
agotado.	
[11]	Al	 terminar	 el	 concierto	 la	 gente	 que	 estaba	 en	 la	 playa	 se	 va	 dispersando.	Quedan	 algunos	
círculos	de	personas	que	están	charlando.	Se	oye	el	mar	de	fondo,	y	de	vez	en	cuando	alguna	risa.	
En	general,	se	ven	caras	cansadas.	Según	el	horario	aún	queda	un	poco	de	tiempo	para	escuchar	djs	
















the	 related	 code	 of	 the	 document	 in	 order	 to	 be	 found	 the	 specific	 code	 generated	 during	 the	
participant	observation.	196	
The	 process	 of	 the	 content	 analysis	 followed	 the	 same	 rules	 presented	 in	 the	 analysis	 of	 the	
interviews	presented	 in	 appendix	4.	However,	 it	was	 considered	 to	be	 superfluos	 the	descriptive	






















As	 described	 in	Appendix	 4,	 11	 and	 12	 the	 first	 step	 of	 the	 contents	 analysis	 consisted	 in	 a	 first	









the	 visual-digital	 ethnography	 generated	 by	 the	 researcher.	 The	 content	 of	 the	 text	 has	 been	















































E-VE-8	 	The	music	of	Edna	Sey	 is	 a	 festive	and	with	an	 interesting	 swing	 that	brings	 some	of	 the	
people	to	dance	but	too	much.	
E-VE-12	 The	crowd	responded	with	whistles	on	the	improvisations	of	the	jazz	band,	 in	some	way	I	





















Intentionality:	 This	 category	 was	 contrasted	 with	 those	 themes	 that	 might	 be	 interpreted	 as	
externalities	 from	 the	 participants.	 Those	 elements	 which	 are	 implemented	 directly	 by	 the	
organization	of	the	festival	or	interpreted	as	signs	of	an	intentionality	during	the	description	of	the	







VE-1.5,	 E-VE-3,	 E-VE-9).	 As	 it	 might	 understood,	 these	 different	 venues	 were	 selected	
consciously	for	the	generation	of	the	specific	atmosphere,	and	therefore	helped	to	enhance	
the	experience	
● Synergies	 with	 local	 partners:	 the	 owners	 of	 the	 venues	 collaborate	 with	 the	 festival	
allowing	its	use	freely	or	also	letting	to	set	the	concert	in	the	terrace	of	a	bar	(E-VE-3,	E-VE-
7).	










more	 details	 in	 order	 to	 allow	 any	 solid	 interpretations.	 However,	 this	 learning	 process	 on	 the	
application	of	the	methodology	was	also	included	in	the	test	process	presented	in	the	beginning	of	
this	chapter.	Furthermore,	the	data	collected	from	this	festival	introduced	the	topics	of	venue,	the	
influence	 of	 the	 partners	 in	 the	 construction	 of	 the	 category	 "Intentionality"	 which	 will	 be	











concert,	 the	emotions	 felt,	 as	well	as	 informal	 impressions	on	 the	music	or	 the	people	met	 in	 the	
different	events.	These	notes	helped	 to	construct	 the	 final	document	presented	 in	 the	appendix	9	
(p.191).	Along	with	the	notes,	the	researcher	took	photos	before,	during	and	after	the	events.	The	
researcher	 had	 the	 opportunity	 to	 start	 conversations	with	 several	 participants	 and	 they	 shared	
their	experience	and	points	of	view,	which	have	enriched	the	participant	observation.	
Additionally,	 visual	 and	 textual	 information	 from	 the	 BBKlive	 app,	 the	 youtubers	 which	 made	
special	videos	for	the	occasion,	the	BBK	official	website,	the	Facebook	website,	some	online	journals	
and	blogs,	Twitter	and	Instagram.	Moreover,	the	Spotify	list	was	presented	and	added	as	additional	
data	 enhancing	 the	 experience	 of	 the	 participant.	 These	 data	 were	 examined	 and	 helped	 to	
contextualize	the	festival	from	different	points	of	view.	As	mentioned	before,	these	data	was	part	of	
the	 festival	 discourses,	 and	 helped	 to	 construct	 the	 festival	 experience.	 The	 transcribed	 visual-
digital	ethnographies	were	stored	and	analysed	using	Excel	sheets.	
As	introduced	previously,	the	visual-digital	ethnography	methodology	was	selected	to	collect	data	
in	 order	 to	 contrast	 the	main	 topics	 (intentionality,	 cultural	 impact	 and	 intense	 emotions)	 of	 the	
hypotheses	 and	 the	 data	 collected	 from	 the	 other	methodologies197.	 As	 it	might	 be	 observed	 the	
length	 of	 the	 document	 of	 this	 visual-digital	 ethnography	 was	 notably	 longer	 than	 the	 previous	
which	might	be	as	consequence	of	the	experience	gained	by	the	researcher.	
A. Description	of	the	themes	appeared	
















































During	 the	 festival	 it	was	possible	 to	 find	some	 time	 to	 talk	 to	staff	members	and	 they	described	
some	dislikes	of	the	organizations	
BBK-VE-7.75	 me	dice	que	 le	 gustaría	que	 le	pagarán	más.	Resulta	que	 las	 condiciones	 laborales	












BBK-VE.9.25	 	En	el	 fondo,	 tanto	su	música,	cómo	el	ejemplo	que	da	en	directo	y	sus	arengas	son	toda	
















During	 some	 of	 the	 conversations	with	 the	 attendants	 during	 the	 festival	 there	were	 recognized	
some	 elements	 related	 to	 the	 origin	 of	 emotions:	 music,	 looking	 for	 specific	 experiences	 or	 the	
shared	experience	
Table	102	Codes	on	"Origin	of	emotions"	


























BBK-VE-8.25	 Por	último,	 creo	que	 casi	 todos	 los	de	mi	 alrededor	 están	bailando	o	 expresándose	de	
cualquier	 manera.	 Por	 tanto,	 considero	 que	 la	 desinhibición	 es	 total	 y	 entregada	 a	 la	
música.	
BBK-VE-8.5	 Les	encanta	el	ambiente	del	festival,	pero	el	disfrute	que	expresan	es	más	intelectual.	









BBK-VE-2	 	Como	 participante	 activo	 noto	 antes	 de	 subir	 al	 bus	 personas	 que	 pueden	 ser	 también	





haciendo	 tiempo	 para	 subir	 al	 festival.	 Está	 nublado	 y	 se	 oyen	 personas	 gritando	 de	
emoción	o	de	alcoholización.	Se	percibe	como	un	anticipo	de	lo	que	podrá	ser	el	festival	
BBK-VE-4.5	 	Por	 otro	 lado,	 hay	 euforia	 para	 escuchar	 algunos	 grupos	 (Florence	 and	 the	 machine	 y	
Childish	Gambino	en	especial	
BBK-VE-6.5	 	Están	totalmente	apasionadas	para	ver	a	Childish	Gambino	
BBK-VE-1.25	 Como	 buen	 festivalero,	 o	 como	 así	 he	 podido	 comprobar	 en	 las	 entrevistas	 en	
profundidad,	me	tengo	que	hacer	un	horario	para	los	conciertos	que	tengo	que	ir.	
BBK-VE-1.25	 Me	he	visto	el	aftermovie	del	festival	para	entrar	en	el	ambiente	que	estuve	el	año	pasado	







The	 researcher	 felt	 negative	 emotions	 related	 to	 the	 experience	 but	 also	 perceived	 negative	
emotions	from	the	behaviour	of	other	members	of	the	audience.	
Table	105	Codes	on	"Negative	emotions"	
BBK-VE-3.75	 Lo	 que	mas	me	 sorprende	 y	me	 afecta	 en	 este	 primer	 contacto	 con	 el	 festival	 es	 la	
presencia	de	marcas	comerciales	
BBK-VE-3.75	 Esta	presencia	de	tanta	marca	y	tanto	interés	comercial	me	hacen	un	efecto	negativo.	











BBK-VE-8.25	 Realmente,	 me	 doy	 cuenta	 que	 el	 festival	 programa	 o	 se	 hace	 llamar	 festival	
alternativo,	 pero	 realmente	 va	 a	 lo	más	 pop	 de	 lo	 que	 se	 considera	 alternativo.	 Por	
tanto,	 en	 cierta	 manera,	 siento	 un	 poco	 que	 las	 personas	 que	 están	 aquí	 se	 están	
contradiciendo.		
BBK-VE-8.75	 Empiezan	 a	 enfadarse	 con	 él	 porque	 le	 estaban	 esperando	 y	me	 escabullo	 pensando	
que	es	mejor	no	jugársela.		
BBK-VE-9.75	 Han	 disfrutado	 un	 montón	 con	 Florence,	 pero	 me	 comentan	 que	 están	 muy	
descontentos	con	que	se	incluya	música	como	Childish	Gambino	o	Bomba	estéreo.	Les	
parece	que	es	como	“pervertir”	el	estilo	de	un	festival	de	música	alternativa.	Para	ellos	









BBK-VE-4.75	 El	 paraje	 es	 un	 sitio	 curioso:	 está	 cerca	 de	 la	 ciudad	 pero	 podría	 ser	 un	 monte	 de	
pastoreo	de	vacas	y	ovejas.		
BBK-VE-7.5	 	El	ambiente	creo	que	se	puede	calificar	de	psicodélico.	Aunque	a	estas	horas	hay	poca	
















The	 social	 networks	 affected	 the	 experience	 of	 the	 festival	 in	multiple	ways:	 they	 affected	 to	 the	
expectations	in	the	participation,	the	presence	of	them	during	the	concerts,	the	direct	reference	of	






mi	 caso,	 enfocado	mucho	más	 a	 conocer	 nuevos	 tipos	 de	música	 y	 conocer	 también	
nuevas	propuestas	musicales.	
BBK-VE-3	 Algunas	cantantes	y	actores	 también	hacen	de	ese	 festival	una	ocasión	para	disfrutar	
de	un	festival	













































BBK-VE-7.5	 En	 un	 rincón,	 veo	 a	 unos	 españoles,	 que	 se	 están	 preparando	 una	 varias	 rayas	 de	
cocaína.	Tendrán	unos	50	años,	son	tres	hombres	y	dos	mujeres.	Se	van	pasando	entre	
ellos	el	cartoncito	para	ir	esnifando.		











pronto	 que	 eligen	 películas	 de	 calado,	 por	 un	 lado	 una	 elige	 Spotlight	 y	 otras	 eligen	
Frozen	
BBK-VE-5	 Si	 tuviera	 que	 decir	 algo	 de	 las	 personas	 que	 veo	 es	 que	 son	 personas	 con	 poder	
adquisitivo.	Por	un	lado,	el	sólo	hecho	de	poder	estar	en	el	festival	ya	lo	indica.	Pero,	lo	
observo	 también	 por	 la	 cantidad	 de	 ropa	 de	 marca,	 zapatillas	 y	 prendas	 que	
deslumbran	por	su	novedad.	Es	realmente	una	pasarela	el	festival.	












required	 a	 much	 more	 structured	 organization	 and	 consequently,	 it	 is	 much	 palpable	 for	 the	
participant	 to	 sense	 their	 effect.	 The	 main	 topics	 which	 appeared	 during	 the	 participant	
observation	 were	 related	 to	 how	 the	 participants	 noted	 the	 presence	 of	 the	 partners,	 or	 the	
organization	of	the	festival.	But	also,	it	was	noted	the	effect	of	an	specific	idiosincracy	related	to	the	
marketing	 campaigns	 of	 the	 festival.	 And	 of	 course,	 the	 intentionality	might	 be	 perceived	 in	 the	
selection	of	the	music	bands	during	the	festival,	how	they	planned	the	sequence	of	the	concerts.	
● Attendant	 perception:	 some	 of	 the	 participants	 commented	 that	 the	 presence	 of	
trademarks	 was	 too	 much	 (BBK-VE-7.25),	 they	 saw	 as	 capitalist	 strategy	 of	 some	






















● Tradition:	most	of	 the	people	met	were	 frequent	music	 festival	 goers	 (BBK-VE-2.5,	BBK-
VE-7.25).	 Furthermore,	 a	 extensive	 range	of	 participants	wore	old	wristbands	 from	other	
festival	or	from	festivals	of	past	years	(BBK-VE-8.75).	
● Identity:	 thanks	to	many	conversations	with	the	participants,	 the	common	opinion	is	that	




● Expectations:	 as	 a	 consequence	 of	 the	 previous	 travel	 to	 the	 festival,	 the	 size	 and	 the	
process	of	entrance	have	grown	the	level	of	expectations	(BBK-VE-1,	BBK-VE-2,	BBK-VE-4).	
Furthermore,	 these	expectations	 increased	due	 to	 the	big	names	of	 the	programme	of	 the	
festival	(BBK-VE-4.5,	BBK-VE-6.5)	
● Positive:	the	music	festival	is	for	many	an	experience	of	shared	love	(BBK-VE-7.5,	BBK-VE-
10).	 As	 experienced,	 strong	 emotions	 rase	 up	 due	 to	 the	 great	 spectacle	 (BBK-VE-8).	 In	
addition,	 some	 of	 the	 positive	 and	 intense	 emotions	 came	 from	 social	 contagion	 of	 being	
together	(BBK-VE-7.5,	BBK-VE-8.25).	
● Negative:	 most	 of	 the	 perceived	 negative	 emotions	 came	 from	 the	 high	 pricing	 of	 the	
commodities(BBK-VE-4.25,	 BBK-VE-4.75,	 BBK-VE-7).	 The	 presence	 of	 professional	 media	




VE6.5,	 BBK-VE-7,	 BBK-VE-7.75)	 but	 also	 for	 having	 an	 intense	 social	 experience(BBK-VE-
6.5,	BBK-VE-8.25).	
Side	Elements	
● Social	 network	 effect:	 the	 festival	 has	 an	 interest	 in	 cope	 the	 interest	 in	 the	 digital	
world(BBk-VE-3.25,	 BBK-VE-5.25).	 There	 are	 interests	 of	 the	 individuals	 in	 doing	 these	
videos	in	order	to	cope	more	visitors	or	gain	in	popularity	(BBK-VE-1.5,	BBK-VE-3,	IMAGE).		
● Changing	atmosphere,	audience	and	venues:	as	the	festival	develops	the	atmosphere,	the	
audience	 and	 the	 venue	 were	 changing	 due	 to	 various	 circumstances.	 In	 the	 case	 of	 the	
	
565	
atmosphere	and	venues,	provoked	when	 the	night	 came	but	also	 thanks	of	 the	music	and	
the	because	new	participants	 came	 (BBK-VE-6,	BBK-VE-7.5,	BBK-7.75,	BBK-VE-8.25,	BBK-
VE-8.5).	
● Tourism:	 there	a	 consistent	presence	of	 tourists	 (BBK-VE-4.25),	 some	of	 the	participants	
showed	their	will	to	enjoy	the	Spanish	sun	and	make	tourism	after	the	festival	(BBK-VE-6.5,	
BBK-VE-7).	













concert,	 the	emotions	 felt,	 as	well	as	 informal	 impressions	on	 the	music	or	 the	people	met	 in	 the	
different	events.	These	notes	helped	 to	construct	 the	 final	document	presented	 in	 the	appendix	9	
(p.191).	Along	with	the	notes,	the	researcher	took	photos	before,	during	and	after	the	events.	The	







experience.	 The	 transcribed	 visual-digital	 ethnographies	 were	 stored	 and	 analysed	 using	 Excel	
sheets.	
As	introduced	previously,	the	visual	&	digital	ethnography	methodology	was	selected	to	collect	data	
in	 order	 to	 contrast	 the	main	 topics	 (intentionality,	 cultural	 impact	 and	 intense	 emotions)	 of	 the	
hypotheses	and	the	data	collected	from	the	other	methodologies198.	
A. Description	of	the	themes	appeared	
Similarly	 to	 the	precedent	 case,	 the	direct	 codes	 are	presented	 in	 tables	with	 a	 short	description	
summarizing	the	content.	
																																								 																					











J-VE-5	 	El	 evento,	 por	 lo	 que	 he	 podido	 ver	 en	 los	 programas	 es	 una	 sesión	 continua	 de	 djs	 que	
pinchan	 una	 especie	 de	 jazz	 electrónico.	 Si	 desde	 ese	 sitio	 se	 anda	 hacia	 el	 Kursaal	 te	







J-VE-10.5	 	Me	parece	que	esta	elección	dentro	del	programa	entra	más	en	 la	 línea	de	atraer	a	
más	gente	y	a	la	vez	de	ofrecer	una	parte	más	cañera.		






J-VE-4.25	 Reconocen	 que	 es	 de	 importancia	 por	 el	 aporte	 económico	 y	 de	 turistas.	 Sin	












J-VE-8	 cuenta	que	este	 festival	 también	se	preocupa	por	 la	rentabilidad	aún	a	costa	de	que	a	veces	
pierda	 el	 ambiente	 cultural	 y	 se	 convierta	 en	 una	 especie	 de	 feria	 para	 favorecer	 el	
consumismo.	




Consigo	hablar	 con	un	 camarero	de	un	bar	muy	 céntrico	 y	me	 comenta	 que	 estos	 días	 hay	
muchísimo	movimiento	en	el	bar	
J-VE-9.25	 También	he	observado	que	en	mis	trayectos	hay	muchas	personas	(la	mayoría	jóvenes)	que	
aprovechan	 los	 supermercados	 pequeños	 para	 acceder	 a	 un	 producto	más	 asequible.	 Estos	
comercios	 además	 realizan	 acciones	 especiales	 para	 vender	 productos	 que	 son	 de	 más	
necesidad	básica:	por	ejemplo	exponen	más	la	fruta	y	el	agua	








como	 para	 algunas	 acciones	 especiales.	 Se	 trata	 claramente	 de	 una	 estrategia	
comercial	en	un	espacio	muy	especial	ya	que	el	restaurante	está	situado	en	el	centro	
de	la	Concha	












las	 personas	 están	 totalmente	 concentradas	 en	 la	 música,	 el	 guitarrista	 es	 muy	
virtuoso	


























J-VE-1	 Creo	 que	 se	 tratará	 de	 una	 experiencia	 menos	 sumergida	 en	 comparación	 con	
festivales	 de	 acampada	 y	 con	 festivales	 que	 empiezan	más	 temprano.	Hay	mucho	
menos	 ambiente	 de	 festival	 en	 el	 transporte.	 Se	 ven	 turistas	 llegando	 a	 Donostia	
pero	no	se	nota	una	vibración	de	gente	que	participa.	























el	 puente,	 la	 zona	 está	 mucho	 más	 densa	 que	 hace	 una	 hora.	 Las	 barras	 están	


























The	 atmosphere	 of	 the	 festival	 changed	 during	 time	 because	 the	 programme	 varied,	 the	 venues	
changed		but	also	the	audience	was	different	and	with	more	attendants.	
Table	121	Codes	on	"atmosphere	change"	
J-VE-9.5	 	Primero,	 el	 volumen	 ha	 aumentado	 considerablemente.	 Segundo,	 el	 ambiente	 es	
distinto.	 En	 cuanto	 diviso	 el	 espacio,	 se	 ve	 a	 la	 gente	 bailar	 y	 gozar	 de	 distinta	
manera	





















pasan	 las	 horas	 se	 abarrota	más	 el	 espacio	 de	 personas	más	 jóvenes	 y	 con	más	
ganas	de	fiesta	y	de	bailar.	






















J-VE-8.25	 	Nos	 dirigimos	 al	 centro	 de	 la	 playa,	 en	 el	 trayecto	me	 encuentro	 con	 personas	
sentadas	en	el	suelo	fumando	y	bebiendo.	












The	 following	 sections	 interpret	 the	 different	 descriptions	 gathered	 through	 the	 visual-digital	





the	 perceived	 intentionality	 in	 Jazzaldia.	 As	 it	 might	 be	 understood	 for	 the	 descriptions	 of	 the	
visual-digital	 ethnography,	 the	 festival	 organizers	 add	 symbolic,	 cultural	 and	 social	 value	 to	 the	
festival	designing	the	festival	taking	into	account	specially	the	venue	as	a	strategy	to	determine	the	
atmosphere	of	the	festival	and	another	aesthetic	elements.	This	importance	of	the	venue	was	linked	
to	 specific	 public	 spaces	 or	 added	meanings	 to	 the	 conformation	of	 the	 venue.	 This	 confirms	 the	
perception	identified	in	the	festival-goer	interview	on	the	intentionality	to	have	a	cultural	or	social	
influence	 in	 the	 attendees	 as	 part	 of	 political	 or	 a	 city	 strategy.	 Therefore,	 it	 is	 confirmed	 the	






relevance	of	 the	perceived	objective	on	 the	economic	profitability	 targeted	by	 the	music	 festivals	
organizers	 and	 the	use	 of	multiple	 strategies	 to	 accomplish	 it.	 The	 following	descriptions	 argued	
this	general	interpretation	





● Atmosphere:	 the	 atmosphere	 is	 created	 from	 the	 very	 beginning	when	 entering	 the	 city	
and	mainly	because	the	 festival	 take	place	within	 it,	so	when	you	 live	 in	the	city	you	have	
always	 the	 presence	 of	 the	 festival	 (J-VE-1.5,	 J-VE-4,).	 There	 are	 elements	 that	 helps	 to	
create	 the	 atmosphere	 of	 the	 festival:	 the	 fair	markets	 related	 to	music	 (J-VE-5)	 and	 the	
decoration	of	the	restaurants	and	bars	(Collage	27).	
● Stakeholders	interest:	the	trademarks	sponsoring	the	festival	is	quasi-omnipresent	(J-VE-
3.5,	 J-VE-4.5,	 J-VE-8).	 There	 are	 also	 "side-stakeholders"	 which	 take	 advantage	 from	 the	
festival,	 they	 are	 supermarkets	 (J-VE-9.25),	 itinerant	 beer	 traders	 (J-VE-9.25)	 and	 almost	













● Music:	 the	 opinion	 of	 some	 participants	 is	 that	 music	 is	 the	 essential	 element	 of	 the	
festival(J-VE-6.25,	J-VE-7.25,	J-VE-9.75)	
● Sense	of	community:	thanks	to	the	combination	of	the	exclusivity	of	the	venue,	the	rooting	
in	 the	 regional	 culture	 with	 the	 jazz	music	 and	 the	 persons	 who	 participate	 generates	 a	
sense	of	community	during	the	festival	(J-VE-6,	J-VE-6.5).	
(3) Intense	Emotions	
Multiple	emotions	were	present	 in	 the	experience	during	 the	 festival.	There	were	expectations	 in	
some	 concerts	 and,	 in	 some	 cases,	 there	 were	 nerves	 (J-VE-5).	 Seems	 like	 exists	 a	 joyful	
celebration(J-VE-5.25),	laughs(J-VE-10)	and	in	some	cases	these	emotions	are	more	intense	as	the	





● Social	 networks	 effect:	 some	 complaints	 about	 the	 prices	 of	 the	 drinks	 came	 from	 the	
social	networks	and	effects	my	perception	of	this	topic	(J-VE-7.75).	The	posts	of	the	festivals	
about	the	preparation	of	the	stages	generates	expectations	(Collage	29).	





● Tourism:	 the	 city	 of	 San	 Sebastian	 is	 a	 place	 of	 tourism	 (J-VE-1)	 and	 during	 the	 music	
festival	there	exist	a	palpable	presence	(J-VE-1.5).	
● Atmosphere	 and	 audience	 change:	 the	 audience	 during	 the	 time	 on	 different	 venues	
changes.	In	most	of	the	cases	they	became	more	young	and	the	atmosphere	becomes	more	
festive	and	joyful	(J-VE-5.5,	J-VE-8.75,	J-VE-9.5,	J-VE-10,	J-VE-10.5).	
● Alcohol	 and	 drugs:	 as	 the	 festival	 goes	 by	 the	 perception	 of	 consumption	 of	 drugs	 and	
alcohol	 increases.	 The	presence	of	 alcohol	 and	drugs	was	highly	present	 (J-VE-8.25,	 J-VE-
9.5,	J-VE-10.5).	
The	 relevant	 side	elements	 considered	were	 the	 cultural	 attraction	 that	 supposed	 the	 festival	 for	
attract	 cultural	 tourism.	 This	 element	 was	 deduced	 not	 only	 because	 of	 the	 constitution	 of	 the	






Regarding	 the	negative	element	most	of	 the	perceived	negative	elements	came	 -as	well-	 from	the	
high	pricing	of	the	food	and	beverages,	the	not	allowance	of	entering	to	the	venues	with	your	own	
food	 or	 drinks.	 Moreover,	 the	 tension	 between	 the	 consumers	 and	 not	 consumers	 of	 drugs	 and	
alcohol	was	perceived	from	the	researcher	attendees	or	the	insecurity	felt	in	some	stages	Then,	the	









rules	 of	 inference	 applied	 in	 this	 section	 stay	 unaltered	 from	 appendix	 4	 since	 the	 hypotheses	
stayed	 unaltered.	 Then,	 it	 is	 only	 important	 to	 remark	 that	 the	 question	 regarding	 the	 cultural	
impact	was	 focused	 in	 the	 impact	on	the	cultural	 identification	because	the	analysis	conducted	 in	
chapter	 6	 resulted	 with	 the	 relevance	 of	 this	 impact	 among	 the	 other	 five	 proposed	 by	
Colombo(2016).	Consequently,	the	established	supercategories	and	the	linked	definitions	would	be	















perception,	 depth	 of	 feeling,	 or	 sense	 of	 profound	 significance	 as	 to	
cause	it	to	stand	out,	in	the	subject’s	mind,	in	more	or	less	permanent	
contrast	to	the	experiences	that	surround	it	in	time	and	space.200	
Relation	 between	 emotions	 and	 cultural	
impacts	
How	 the	 respondent	 related	 the	 emotions	 with	 any	 element	 of	 the	
cultural	impacts	described	in	the	precedent	definitions	
Perceived	Intentionality	 Perception	 by	 the	 respondent	 of	 specific	 objectives	 deliberated	 or	
purposed	from	the	organizers	in	the	organization	of	the	music	festival	








presented	 in	 chapter	 8,	 section	 8.2201.	 The	 following	 sections	 describes	 the	 guideline	 of	 the	






Table	 127	 shows	 the	 complete	 questions	 adapted	 from	 the	 questions	 in	 Appendix	 3	 for	 the	
interviews	held	to	the	ten	attendants,	as	said	in	Chapter	8,	only	the	ideal	questions	are	presented,	

























































interview	understanding	 the	 general	 perspective	 of	 the	 individual.	 The	 second	 reading	 identified	
the	main	 topics	 and	 a	 third	 reading	 highlighted	 in	 different	 colours	 the	 original	 texts	 in	 relation	
with	the	main	topics	identified.	These	were	the	codes	related	to	each	topic	and	for	each	interview.	
These	codes	were	copied	in	a	table	with	the	direct	topic	related	and	the	process	was	repeated	for	
each	 interview.	 These	 topics	 were	 reviewed	 across	 the	 different	 cases	 and	 checked	 the	 relation	
between	them,	 in	some	cases	were	contrasted	and	redefined.	The	codes	were	read	and	re-read	in	
order	 to	cluster	 the	different	main	 themes	upon	these	codes.	After	 that,	 the	codes	were	clustered	
and	 unified	 under	 the	 categories	 and	 subcategories	 which	 are	 going	 to	 be	 presented	 in	 the	
following	paragraphs.	
Summarily,	 the	 main	 subcategories	 and	 categories	 are	 presented	 in	 relation	 with	 the	 topics	
clustered	from	the	ten	interviews	to	the	festival-goers.	Some	of	the	titles	of	the	categories	are	taken	
from	the	conceptual	background	of	the	analysis	of	the	cultural	impact	on	the	cultural	identification.	









the	 cultural	 identity	 of	 the	 participant.	 This,	 within	 other	 multiple	 ways,	 may	 occur	 thanks	 a	
cultural	 development	 through	 the	music	 experience.	 Several	 interviewed	 expressed	 literally	 this	
development	which	may	be	originated	by	several	factors:	
1. The	experience	helped	to	develop	their	musical	hobby,	as	Jonas	states:	






3. Community	 in	 the	 identity	 perspective.	 As	 Jonas	 (in	 J-1904,23:19,	 20:23)	 stated	 the	




Basque	 identity:	O-2802(45:56):	 "	 Esa	 canción	 conecta	mucho	 con	 como	nos	 comprendemos	nosotros.	
Tiene	esa	especie	de	elemento	melancólico	y	a	la	vez	grandilocuente,	es	como	muy	pomposa	y	triste	como	
canción.	Pero	sin	embargo,	a	los	gipuzcoanos	profundos	nos	gusta	un	montón"	




















que	 va	 añadiendose	 a	 uno	 mismo.	 Cada	 vez	 que	 escuchas,lo	 vas	 añadiendo,	 más	 que	 menos,	 a	 tu	
experiencia	vital."	
	 	Jonas	similarly	states:	


















3. Adding	 cultural	 variety:	Penelope,	Aura	and	Peter	confirmed	the	experience	in	Quincena	


























ilusión	 para	 ir	 al	 concierto,	 además	 tienes	 que	 coger	 las	
entradas	con	cierta	antelación.		
O-2802(46:40)	
	Sí,	 ya	 piensas	 qué	 vamos	 a	 escuchar	 este	 año?	 Cuándo	
vamos	 oír	 esta	 obra?	 Cuándo	 fue	 la	 última	 vez	 que	 la	





dar,	 mi	 pareja	 trabaja	 en	 educación,	 tienes	 que	 conjugar	
asistir	 ahí,	 con	 las	 salidas,	 en	 viajes.	 Una	 vez	 que	 lo	
planificas,	 ya	 es	una	decisión	que	has	 tomado	meses	antes.	
Después	de	la	decisión	es	un	evento	que	le	das,	lo	vives	y	le	
das	importancia	y,	pero	ya	no	es	una	cuestión	social	pero	sí	
que,	 luego	 normalmente	 vamos	 juntos,	 a	 ella	 también	 le	
gusta	 y	 participa.	 Es	 algo	 que	 está,	 como	 pareja,	 que	 lo	









porque	es	que	voy	 	muy	abierta	 a	 lo	que	 toquen,	 entonces,	
muchas	veces	e	que	es	lo	que	voy	a	oir	y	muchas	veces	sé	lo	
que	 voy	 a	 sentir	 y	 lo	 otros	 conciertos,	 pues	 digo,	 hoy	 aquí,	

















The	description	 of	 the	 emotions	 during	 the	 events	 of	 the	 festival	were	 grouped	under	 this	 name	
"Live	 Emotions",	 they	 can	 be	 considered	 as	 positive:	 wonder,	 joy,	 hope,	 euphoria,	 withdrawal,	




Podría	 decirte	 primero	 de	 todo	 conocimiento	 propio,	 introspección,	 admiración,	 alegría,	
desconcierto,	un	poco	de	todo	
J-1904(27:15)	








La	emoción	del	 sonido	de	 la	orquesta	o	 cuando	escuchas	un	cantante	o	una	 contralto,	 si	que	hay	
parte.		
L-1704(25:18)	
Depende,	 si	 la	 emoción	 te	 produce	 tristeza,	 podría	 ser...en	 este	 caso,	 fue	 algo	 como	 euforia,	





























P-1904(24:56)	 	Algún	 caso	 ha	 habido	 de	 algún	 pianista.	 Luego	 lo	 que	 te	 comentaba,	 el	 rollo	
social,	de	algún	sector	de	la	sociedad	que	van	a	dejarse	ver	










no	 creo	 que	 aprecien	 demasiado	 ,	 que	 no	 hace	 falta	 que	 seas	músico.	 Pero	 he	
visto	 gente	 que	 va,	 y	 se	 han	 quedado	 igual,	 así	 tal	 cual.	 Eso	 en	 la	 sociedad	
"Ñoñostiarra"	es	bastante	habitual.	






the	 elements	 of	 this	 term.	 This	 topic	 embraces	 those	 codes	 describing	 special	 and	 memorable	
moments	related	 to	 the	music	experience	during	 the	 festival	according	 to	 the	previous	definition.	














sonido.	 Fue	 alucinante,	 me	 pregunté...pero	 si	 he	 estado	 millones	 de	 veces,	 porque	 ahora	
reacciono	asi.	Me	quede	escuchando	
Au-2104(08:50)	
















P-1904(22:37)	 	Tienes	 en	mente,	 durante	 un	 tiempo,	 luego	 cuando	 llegas	 y	 escuchas,	 está	 guay,	 después	
suele	ser	qué	bien,	satisfecho.	Expectativas	cumplidas	
J. Emotional	bound	to	culture	
This	 theme	 encapsulates	 different	 types	 of	 relation	 between	 different	 cultural	 elements	 of	 the	
experience	 of	 the	 festival	 with	 emotional	 perception.	 The	 first	 element	 that	 appeared	 in	 the	
interviews	was	the	emotional	binding	due	to	the	Basque	elements	like	the	cultural	relevance	of	the	
Orfeón	Donostiarra		or	some	specific	Basque	songs.	The	second	element	is	the	sense/	feeling	to	be	
part	of	a	 little	 community	who	reunites	during	 the	 festival,	 this	 sense	of	 community	 is	a	 classical	
cultural	 element	which	 is	 intertwined	with	a	 feeling	of	belonging.	The	 third	element	 is	 related	 to	
consumption,	describes	the	fact	in	which	the	festival-goer	(due	to	the	emotional	experience)	started	
to	 listen	 through	different	 resources	 (streaming,	 buying	CDs)	 the	 same	music	 listened	 in	 the	 live	
music	 event.	 Finally,	 under	 the	 name	 "Existence"	 it	 collects	 those	 statements	 of	 the	 interviewed	








Luego	 también	 hubo	 un	 concierto	 con	 el	 Orfeón	 Donostiarra,	 un	 concierto	 del	
Padrenuestro	 del	 Padre	 Donostia,	 con	 un	 niño	 de	 solista,	 jovencito,	 que	 cantó	 una	
primera	 parte	 que	 fue	 espectacular.	 Esa	 canción	 conecta	 mucho	 con	 como	 nos	








	Si	 quieres	 en	 la	 parte	 social,	 si	 tiene	 una	 parte	 de	 distinto,	 o	 sea	 yo	 voy	 por	 los	
conciertos	pero	a	la	vez	tienes	pues	eso,	al	ser	verano,	el	que	luego	a	lo	mejor	sales	de	
ahí	tomas	algo,	porque	a	los	conciertos	que	vas	de	invierno,	vas,	oyes	el	concierto	y	te	









This	 theme	 it	 is	defined	by	 the	perceptions	of	 the	 interviewed	 in	how	 the	emotions	produced	by	
















a	 un	 momento	 que	 no	 esperaba	 o	 incluso	 que	 me	 han	 ayudado	 a	 descubrir	 una	
emoción	que	no	conocía,	o	cosas	que	desconocía	de	mi	mismo.	
J-1904(19:02)	 Por	supuesto,	gracias	a	 las	emociones	que	he	vivido	después	he	querido	buscar	esas	
emociones,	 he	 buscado	 otra	 vez...	 Si	 por	 supuesto,	 creo	 que	 las	 emociones	me	 han	
vinculado	a	esta	música	de	una	forma	muy	especial	y	después	busco	este	vínculo	para	
recordarlo,	revivirlo.	
J-1904(40:51)	 	Sí,	 luego	 en	 el	 día	 a	 día	 te	 hace	 escuchar	 más,	 te	 hace	 experimentar	 más,	 te	 hace	
buscar	más.	De	hecho,	literal,	he	consumido	más,	he	comprado	DVD,	CDS…	
Existence	
J-1904(40:29)	 	Yo	 creo	que	 la	 conexión	emocional	hace	que	 le	 cojas	más	gusto	o	más	 cariño	a	 esa	
pieza	 musical,	 entonces,	 yo	 independientemente	 de	 un	 autor	 o	 de	 una	 obra	 en	
concreto,	diría	que	a	la	música	en	general	


















J-1904(24:50)	 A	 la	 vez	 tienen	que	 contentar	 a	un	público	que	 espera	 siempre	 lo	mismo.	 La	 gente	 es	mayor,	 la	
gente	que	va	a	la	Quincena	suelen	ser	muy	conservadores	y	no	creo	que	irían	si	no	les	aseguras	un	
mínimo	de	calidad	
L-1704(30:23)	 	porque	 he	 escuchado	 música	 de	 otro	 tipo	 de	 culturas,	 y	 si	 que	 te	 puede	 emocionar	 por	 alguna	 cosa	
diferente.	Estoy	pensando	en	coros	que	haya	escuchado,	por	ejemplo	en	Tolosa,	que	cantan	su	folklore	y	es,	
es	otra	forma	diferente	de	hacer	música	y	si	resulta	emocionante	









Au-2104(19:22)	 	Pues	 hay	 algunos	 que	 te	 dan	 un	 poco	 de	 pavor,	 cómo	 el	 "Dies	 Irae",	 pero	 en	 otros	 cómo	muy	 tristes	 o	







L-1704(18:11)	 	seguramente	que	hay	una	 voluntad	de	presentar	unos	proyectos	 rompedores,	 por	 cambiar,	 por	
ponerlo	en	la	sociedad	del	s.XXI,	por	no	hacer	un	mismo	ciclo	que	en	el	siglo	XX.	Pero	teniendo	en	
cuenta	 el	 problema	 de	 la	 falta	 de	 asistencia	 de	 público,	 no	 sé	 si	 se	 arriesgan	 para	 presentar	 al	
público	algo	muy	novedoso	




D-1104(11:46)	 	Creo	 que	 sí,	 sí	 buscan	 un	 poco	 de	 estabilidad,	 de	 regularidad,	 que	 no	 quieren	 decepcionar	 el	
público.		








to	 receive	 the	 public	 grants	 (P-1904,	 19:25),	 and	 this	 is	 the	 origin	 of	 assure	 to	 engage	 certain	
volume	of	 audience	 (P-2102,	25:04).	However,	 the	 interviewed	perceived	no	greed	on	 the	will	of	
the	organization	of	the	festival	(T-0903,	31:00).	
Table	135.	Description	"Budget"	by	the	participants	
P-1904(19:25)	 	Están	 preocupados	 de	 llenar,	 de	 que	 haya	 mucha	 gente,	 números	 para	 luego	 presentar	 en	
subvenciones	
P-1904(19:25)	 	Ellos	tienen	que	apoyarse	con	números.	










festival	 the	 interviewed	 showed	 particular	 judgements	which	may	 relate	 to	conservative	 view	 of	
structuring	 the	 programme,	 the	 subordination	 of	 the	 programme	 to	 the	 economic	 interest,	 the	
intent	 to	 bring	 some	 variety	 to	 the	 program	 and	 the	 lack	 of	 evolution	 on	 the	 design	 of	 the	
programme.	
Table	136.	Codes	on	"Programme"	
J-1904	(24:50)	 creo	que	 los	organizadores	arriesgan	poco.	Siempre	 tiran	de	 las	mismas	operas	para	convocar	al	












D-1104(12:39)	 	Mi	 percepción	 es	 que	 son	 cosas	 consagradas	 y	 que	 no	 hay	 mucha	 sorpresa	 en	 el	 caso	 de	 la	
Quincena,	son	casi	siempre	las	mismas	formaciones	que	vienen	los	mismos	dos	o	tres	años,	pero,	
tampoco	los	solistas	son	bastante	conocidos.	Nunca	he	vivido	una	sopresa	o	una	revelación	
P-2102(08:07)	 	Creo	 que	 es	 un	 festival	 bastante	 conservador.	 Pero,	 alguna	 vez	 si	 he	 escuchado	 alguna	 cosa	
novedosa	























	Es	 verdad	 que	 en	 general	 se	 dice	 que	 los	 conciertos	 son	 caros.	 Pero	 yo	 lo	 puedo	 vivir	 desde	
dentro	y	creo	que	el	precio	está	bastante	justificado.	Al	final	se	ve	que	ese	dinero,	la	gran	mayoría	




	Reconozco	que	sí,	 ahora	creo	que	con	 las	óperas	 sí	 se	pasan	con	el	precio,	pero	 los	 conciertos	














en	 cuenta,	 pero	 quizá	 el	 objetivo	 de	 presentar	 una	 música	 nueva,	 pues	 da	 oportunidad	 para	
conocer	un	compositor	local	(que	a	veces	coincide).		










The	 festival	 organizers	 brought,	 in	 the	 eyes	 of	 the	 festival-goer,	 an	 opportunity	 to	 enjoy	 distinct	







Favorece	 mucho,	 me	 enriquece	 mucho.	 Es	 una	 oportunidad	 para	 ver	 intérpretes,	 escuchar	 y	
disfrutar	en	directo	de	propuestas	musicales	que	habitualmente	no	puedes	ver.	
J-1904(20:23)	
Después,	 por	 supuesto,	 lo	 que	 te	 he	 dicho	 antes...ver	 cultura	 de	 calidad.	 Como	 te	 he	 dicho,	
muchas	veces	veo	que	tengo	que	aprovechar	esta	oportunidad	que	me	ofrece	la	ciudad	
O-2802(17:03)	




	Yo	 creo	 que	 la	 Quincena	 abre	 bastante,	 y	 luego	 abre	 mucho	 las	 propuestas	 para	 que	 haya	




















T-0903(17:26)	 	Yo	 creo	 que	 buscan	 otras	 cosas.	 No	 están	 declaradas	 sin	 ánimo	 de	 lucro,	 pero	 sí	 creo	 que	
buscan	dar	prestigio	 a	 la	 ciudad,	 cubrir	 el	 presupuesto	pues	no	 sé,	 yo	no	veo	excesivamente	















presented	 in	 Table	 127	 in	 the	 section	 "Motivations".	 This	 main	 set	 of	 questions	 developed	 the	
following	 themes:	 the	 quality	 of	 the	 festival,	 the	 importance	 of	 music,	 attending	 for	 pleasure,	



















Music	 was	 understood	 as	 a	 reason	 to	 attend	 the	 festival:	 to	 listen	 to	 new	 music	 pieces,	 new	
interpreters,	to	enjoy	the	aesthetic	moment	with	music.	
Table	142.	Codes	on	"Music"	as	a	motive	to	going	to	the	festival.	












































pues	 ir	 a	 disfrutar	de	 conciertos	de	 calidad.	 Es	 verdad	que	 en	 el	 caso	de	 la	Quincena	 te	pones	
guapo,	procuras	arreglarte	para	la	ocasión.		
J-1904	(07:50)	
También	 participo	 como	 coralista	 y	 por	 tanto	 veo	 también	 desde	 dentro	 como	 es	 el	 festival.	



























There	 were	 more	 reasons	 explained	 by	 the	 festivals-goers	 which	 were	 heterogeneous	 but	
ultimately	relevant	for	them	to	attend	the	festival.	They	can	be	summarized	in	four	main	topics:	the	







L-1704(05:33)	 	Pues	 si	 te	 gusta	 la	 música	 clásica,	 vas	 a	 ver	 un	 concierto	 en	




D-1104(03:57)	 	pero	 yo	 tengo	 bastante	 claro	 que	 voy	 a	 la	 Quincena,	 como	






This	 theme	 emerged	 from	 those	 statements	 on	 how	 the	 interviewed	 described	 a	 festival-goer	 of	



















































































emerged	 information	 about	 other	 elements	 linked	 to	 the	 definitions	 of	 Colombo	 (2016).	 The	
subcategories	 relate	directly	with	 the	 impacts	proposed	by	Colombo	 (2016)	where	 she	proposed	
the	five	cultural	impacts(	information,	tradition,	cultural	identity,	integration	and	social	cohesion).	
During	 the	 interviews	appeared	 the	cultural	 impacts	on	 the	 information,	 the	 tradition	and	on	 the	
integration	
a. Exposure	to	culture	(cultural	impact	on	information)	
J-1904(20:23):	 "	Después,	por	supuesto,	 lo	que	 te	he	dicho	antes...ver	cultura	de	calidad.	Como	te	he	dicho,	
muchas	veces	veo	que	tengo	que	aprovechar	esta	oportunidad	que	me	ofrece	la	ciudad"	
D-1104(07:21)	"yo	voy	a	escuchar	todo	lo	que	caiga	





















Some	of	 the	 interviewed	showed	that	the	attendance	on	the	music	 festival	reinforced	a	 long	term	
effect	in	their	lives	in	specific	elements:	being	aware	of	the	importance	of	music	in	their	life,	deep	



















festival	 as	 an	opportunity	 to	 listen	 to	new	music	pieces,	 or	new	opportunities	 to	 listen	a	 specific	
concert	 or	 specific	 interpreters	 as	 an	 enriching	 element	 of	 the	 festival.	 The	 second,	 concerns	 the	







L-1704(15:14)	 	una	 sinfonía	 Alpina	 que	 escuché	 y	 descucbrí	 y	 la	 he	 vuelto	 a	 escuchar	





Te	 darás	 cuenta	 que	 cuando	me	 preguntas	 no	 sólo	 te	 digo	 la	música,	 es	












the	main	concepts	explained	by	the	 interviewed.	 In	some	cases	 the	main	theme	 it	 is	explained	by	
term	by	itself	(for	example	in	the	case	of	"Mood",	"Peak	experiences"	or	"Satisfaction")	because	the	
previous	description	with	 the	code	stated	clear	 the	meaning.	However	 in	other	cases,	 the	 themes	
were	 clustered	 in	 a	 main	 theme,	 from	 now	 on	 the	 first	 level	 it	 is	 considered	 under	 the	 name	
"Category"	and	the	second	level	"Subcategory".	This	clustering	occurred	with	"Programme-Budget	
Management",	 "foster	 culture"	 and	 the	previous	 clustering	of	 "negative	outcomes",	 "motivations",	




Identity	development	 Foster	 music	 hobby,	 understanding	 of	 the	 self,	 sense	 of	
community,	building	a	community	pride	






Positive	emotions	 wonder,	 joy,	 hope,	 euphoria,	 withdrawal,	 transcendence,	





Emotional	bond	to	culture	 existence	 of	 the	 emotional	 bind	 to	 specific	 cultural	 elements,	
basque	 identity,	 feeling	 of	 belonging,	 consumption	 due	 to	
emotions	
Music	experience	 	





















be	 related	 to	 the	 supercategories	 defined	 in	 the	 second	 stage	 of	 the	 content	 analysis	 in	 order	 to	
evaluate	 the	 different	 concepts	 contained	 in	 the	 hypotheses	 of	 research.	 The	 next	 section	 will	








This	 impact	was	 renamed	 in	 chapter	 2	 but	 it	 contains	 the	 same	 elements	 described	 in	 Colombo	
(2016).	 These	 elements	 were:	 validation	 of	 community	 groups,	 building	 community	 pride,	
opportunity	 to	 develop	 new	 cultural	 skills,	 impact	 on	 the	 local	 character	 of	 the	 community,	
increased	local	interest	in	the	region's	culture	and	history	and	community	celebration.	During	the	
interviews	 appeared	 different	 topics	 related	 to	 these	 themes	 and	 were	 grouped	 in	 three	 main	
categories:	 identity	 development,	 identity	 enrichment	 and	 cultural	 learning.	 These	 three	 main	
elements	 can	 be	 interpreted	 as	 descriptors	 of	 this	 impact	 on	 the	 cultural	 identification,	 in	 the	
following	chapters	each	category	is	related	with	the	different	elements	describing	the	impact.	
(1) Identity	development	
The	 identity	 development	 embraces	 how	 the	 experience	 of	 the	 festival	helped	 to	 develop	 new	
elements	 to	 the	 cultural	 identity	 of	 the	 participant.	 This,	 within	 other	multiple	ways,	may	 occur	

















of	 community,	 but	 also	 in	 their	 national	 identity:	 "That	 song	 connects	 a	 lot	with	 how	we	
understand	 each	 other.	 It	 has	 that	 kind	 of	 melancholy	 element	 and	 at	 the	 same	 time	
grandiloquent,	it	is	as	very	pompous	and	sad	as	a	song.	But	nevertheless,	deep	Gipuzkoans	
like	it	a	lot	"	O-2802(45:56).	This	is	similarly	stated	in	Jonas	(	J-1904,23:19,	20:23).	























4. The	enrichment	of	 their	 identity	 -	as	April	 (A-0904,	13:19),	Peter	(P-1904,	12:20),	 Luna	(L-
1704,	13:29),	and	Jonas	(J-1904,	17:10)		stated	-	is	thanks	to	the	festival	because	provoke	an	




Guillaum	 states	 (G-1903,	 06:47):	 "I	 believe	 that	 if	 it	 had	not	 been,	 this	 festival	would	not	
have	heard	a	certain	type	of	music,	yes,	normally	it	has	allowed	me	to	listen	to	other	things	
that	 I	would	not	have	 approached.	 I	 don't	 know,	 sometimes,	 there	 is	music	 that	 is	 not	 so	
easy	for	me,	but	since	it's	there."	This	consideration	is	also	stated	by	Jonas	and	Tim(J-1904-
16:01;	T-0903,	25:15).	
2. Adding	 cultural	 variety:	Penelope,	Aura	and	Peter	confirmed	the	experience	in	Quincena	
enriched	 positively	 their	 identity	 and	 personal	 cultural	 variety	 (P-2104,	 06:41;	 Au-2104,	
07:01;	P-1904,	12:20).	
Then,	 this	 cultural	 enrichment	 due	 to	 the	 festival	 experience	 can	 be	 related	 to	 the	 following	
elements	presented	in	Colombo	(2016):	opportunity	to	develop	new	cultural	skills,	increased	local	
interest	in	the	region's	culture	and	change	in	aesthetics.	These	three	elements	can	be	understood	as	
the	process	of	engagement	 to	new/unknown	musical	proposals,	 so	 this	 can	develop	new	cultural	
skills	an	start	a	process	of	enrichment	 through	the	 incorporation	of	new	content	 in	 the	attendant	




As	 described	 by	 the	 codes,	 the	 attendant	 experienced	 a	 learning	 thanks	 of	 the	 music	 festival	




participation	 in	multiple	 and	 different	 concerts	(O-2802,	 07:42)	 and	 describes	 the	 perception	 of		
being	 educated	 thanks	 to	 the	 experience	 during	 the	 music	 festival	 (P-2102,	 07:42).	 Lastly,	 the	
festival	experience	is	an	occasion	to	birth	new	interests	in	the	music	field	(T-0903,	26:38).	
608	
Summarily,	 the	attendance	 in	Quincena	may	bring	opportunities	 to	generate	an	effective	 learning	




In	 conclusion,	 the	 three	 categories	 can	 be	 related	 to	 the	 elements	 of	 the	 impact	 on	 the	 Cultural	
Identification.	The	interviewed	demonstrated	how	the	participation	in	Quincena	helped	to	develop	
and	 foster	 the	 construction	of	 their	 cultural	 identity	and	 they	 showed	a	general	positive	 reaction	
within	 this	question.	As	described	previously,	 this	 categories	were	 identity	development,	 identity	

























model	 of	 analysis	 presented	 in	 chapter	 5.	 The	 questions	 of	 the	 interview	 contained	 three	 main	
topics:	which	were	 the	specific	emotions	 (positive	and	negative)	 in	 the	music	 festival	experience,	
intensity	 of	 this	 emotions	 (and	 the	 existence	 of	 peak	 experiences	 which	 will	 be	 separately	
analysed).	 Within	 the	 set	 of	 questions	 the	 answers	 can	 be	 related	 these	 following	 categories:	
expectations,	mood,	positive	emotions,	and	satisfaction.	In	the	following	paragraphs	this	relation	is	





As	presented	 in	chapter	2,	 the	model	of	 live	music	emotions	described	 in		Wood	and	Moss(2013)	
understood	the	expectations	as	"not	real	time	experience"	before	the	event	or	the	"feelings	involved	
(...)	before	 the	event".	These	concepts	appeared	 in	different	codes	demonstrating	a	clear	effect	 in	
the	experience	of	the	event.	
The	described	expectations	of	the	interviewed	were	mainly	due	to	the	quality	of	the	interprets	and	
the	 opportunity	 to	 enjoy	 a	 pleasant	 activity.	 This	 may	 be	 resumed	 in	 the	 words	 of	Peter	 who	
stressed	that	the	presence	of	prestigious	interpreters	added	a	feeling	of	expectation:	














matter	 of	 interest	 in	 literature	 (Weinberg	 and	 Joseph,	 2017;	 Vella	 and	 Mills,	 2017;	 Garrido	 and	
Schubert,	 2015;	 Schäfer,	 2015	 ;	 Koelsch,	 2014;	Wood	 and	Moss,	 2015;	 Juslin	 and	Västfjäll,	 2008;	
Gabrielsson,	 2003).	 Moreover,	 the	 appearance	 of	 this	 topic	 in	 the	 interviews	 confirms	 the	








However,	 the	 analysis	 of	 this	 effect	 it	 is	 out	 of	 the	 interest	 of	 this	 research,	 but	 need	 to	 be	
considered	in	order	to	have	the	whole	picture	of	the	emotional	flows	during	the	festival	experience.	
(3) Live	emotions	
Most	 of	 the	 described	 emotions	were	 considered	 positive	 emotions	 related	 to	 the	 experience	 of	
music	during	the	concerts	of	the	festivals	though	some	of	them	may	be	interpreted	as	negative.	The	
description	of	positive	emotions	came	up	within	7	of	the	10	informants.	As	described	previously	by	
the	codes:	 the	specific	emotions	mentioned	by	 Jonas	(J-1904,	27:15),	Abril	 (A-0904,	13:57),	Luna	(L-
1704,	07:45),	Ofelia	(O-2802,	43:02)	and	Penelope	(P-2102,	26:22)	were:	wonder,	 joy,	hope,	euphoria,	
withdrawal,	 transcendence,	 enthusiasm,	 power,	 romanticism,	 triumphant,	 stimulated,	 meditative	
and	 willing	 to	 live.	 But	 also,	 they	 talked	 about	 (L-1704,	 25:18;	 O-2802,	 43:02)	 sorrow,	 disconcert,	





interpretation	 may	 be	 reinforced	 thanks	 to	 the	 fifth	 question	 in	 the	 guideline	 of	 the	 interview	
(Table	127):	"Compared	with	other	emotions	in	your	life,	the	music	emotions	(in	a	scale	0	to	10)	in	
what	place	will	be?"	Most	of	the	respondents	placed	the	experience	near	the	7	level.	So,	an	average	
of	 a	 notable	 and	 satisfactory	 experience.	 Therefore,	 the	 experience	 can	 be	 directly	 related	 to	
positive	emotions.	
(4) Satisfaction	
As	 mentioned	 before	 in	 (1)	 and	 (2),	 the	 focus	 of	 the	 research	 was	 on	 the	 emotions	 during	 the	
experience	of	the	festival	although	some	interviewed	delivered	answers	on	how	they	felt	after	the	
festival.	 The	 interviewed,	 Pedro	 (P-1904,	 22:37)	 and	 Jonas	 (J-1904,	 07:50),	 demonstrated	 a	 general	
satisfactory	result	of	their	participation	of	the	event.	The	first,	described	in	short	as	"accomplished	
																																								 																					




expectations"	 and	 "satisfied"	 whereas	 the	 second	 refers	 to	 the	 work	 of	 the	 interpreters	 "I	 am	
usually	emotional	because	I	see	the	good	work	of	the	artists	which	received	the	deserved	prize".	
Summarily,	 the	 experience	 of	 the	music	 festival	 is	mainly	 constituted	with	positive	 emotions	 but	
also	a	cathartic	occasion	of	unexpected	emotions,	some	of	them	can	also	be	negative.	Furthermore,	
as	described	by	other	categories	concerning	the	previous	emotional	state	of	the	festival-goers,	the	
experience	 of	 the	 festival	 is	 altered	 by	 the	 mood	 and	 the	 expectations	 which	 would	 require	 an	
specific	analysis	to	understand	how	it	may	affect	on	the	emotions	implied	during	the	experience	of	




experience,	 the	 experience	 and	 the	 post	 experience	 of	 the	 festival	which	 can	 be	 related	with	 the	
definition.	The	main	point	of	the	interpretation	consisted	in	the	identification	of	positive	emotions	
related	mainly	to	music	which	constitute	the	main	core	of	the	emotional	description	of	the	festival-










The	next	supercategory,	"Peak	experiences",	 it	 is	also	related	to	an	emotional	state,	 though	it	was	
considered	to	be	separately	evaluated	because	it	had	a	very	specific	definition.	
C. Peak	experiences	
As	defined	 in	 the	beginning	of	 this	 appendix,	 the	peak	experiences	 refers	 to	 the	 concept	of	 those	




The	 questions	 regarding	 this	 category	 were	 the	 following:	 "Did	 you	 have	 an	 intense	 music	
experience	 during	 the	 festival?"	 and	 "Can	 you	 describe	 an	 intense	 music	 experience	 during	 the	
festival?"204.	All	the	interviewed	described	intense	experiences	with	music	during	the	festival.	Six	of	
the	 ten	 interviewed	 described	 particular	 moments	 happened	 during	 Quincena,	 where	 they	
experienced	with	music	an	intense	and	remarkable	moment	which	stuck	in	their	memories.	In	most	
of	the	cases,	they	relate	the	emotion	with	the	work	of	art	or	with	the	interpreter.	If	it	is	set	the	focus	
on	 those	who	 experienced	 intense	music	 experiences	 in	Quincena	there	 are	many	 expressions	 to	
describe	those	special	moments.	 Jonas	(J-1904,	26:13)	described	as	"goosegumps"	where	as	Peter	
said	 as	 "outstanding".	 In	 the	 case	 of	 Donald	 (D-1104,	 15:48),	 the	 moment	 consisted	 of	
overwhelming	 "surprise"	 as	 well	 as	 in	 the	 case	 of	 Luna	 (L-1704,	 23:56)	which	 the	 case	 was	 an	
"astonishing	 impact	 of	 sound".	 Finally,	 Aura	 and	 Tim	 defined	 as	 an	 "amazing"	 instant.	 These	




high	 intensity	 of	 those	 special	 moments	 which	 can	 be	 related	 with	 the	 concept	 of	 flow205		 with	
music	or	those	absorbing	activities	that	are	relevant	for	the	 individuals	well-being.	Therefore,	 the	





the	 festival-goer	 and	 the	 cultural	 elements	 of	 the	 festival	 (the	 music,	 the	 community,	 the	





204	These	 formulations	 of	 the	 questions	 are	 the	 summarized	 versions,	 meaning,	 during	 the	 interview	 the	
questions	 suffered	 adaptations,	 mainly	 adding	 the	 definitions	 of	 Leach	 or	 the	 summarized	 definition	 of	
Schäfer	et	al.	(2013).	Then,	the	interviewed	were	able	to	elaborate	on	the	experience	and	those	experiences	
were	not	required	to	be	in	the	79th	edition,	but	in	some	edition	of	Quincena.	
205 	"the	 full	 involvement	 with	 what	 one	 is	 doing,	 which	 is	 experienced	 as	 enjoyable	 and	 uplifting"	
Csikszentmihalyi	and	Asakawa	(2016)		




D. Relation	 between	 the	 cultural	 impact	 on	 the	 cultural	 identification	 and	
emotions	
This	 supercategory	 describes	 the	 relation	 that	 the	 respondents	 established	 between	 the	 cultural	
impact	 on	 the	 cultural	 identification	with	 the	 emotions	 felt	 during	 the	 experience	 of	 the	 festival.	
This	supercategory	was	defined	 in	 the	begining	of	 this	appendix	as:"	How	the	respondent	related	
the	emotions	with	any	element	of	the	cultural	impact	on	the	cultural	identification	described	in	the	








between	 the	 identity	 of	 the	 participant	 with	 the	 cultural	 elements	 that	 the	 event	 experience	
brought.	This	bind	was	expressed	in	terms	of	individual	emotions	and	may	be	related	with	regional	
cultural	expression	from	the	artists/leader	exposed	during	the	festival,	the	sense	of	community,	the	
consequence	of	cultural	goods	consumption	or	 the	only	observation	of	 this	emotional	bind	of	 the	
cultural	 expression.	 What	 is	 more,	 some	 of	 the	 interpretations	 were	 already	 known	 by	 the	
participant	 though	 reassured	 their	 preference	 of	 an	 specific	 piece	 of	 music	 or	 interpreter.	 This	
category	can	be	also	related	to	the	indetity	fusion	theoretical	consideration(Swann	et	al.,	2014)	.	
In	some	cases,	the	experience	reinforced	the	feeling	of	their	sense	of	being	in	community	thanks	of	
what	 they	 felt.	 In	other	cases,	 the	participant	 felt	such	an	 intense	emotions	which	may	provoke	a	
new	consumption	of	music	through	music	streaming	services	or	buying	the	CDs.	As	a	consequence	
of	 this	 heterogenous	 composition,	 the	 category	 "Emotional	 bind	 to	 culture"	 requires	 five	
subcategories	 to	 distinct	 the	 different	 concepts.	 Namely,	 they	 are:	 "Identity",	 "Community",	




during	 a	 music	 festival?",	 "	 Do	 you	 think	 what	 you	 felt	 in	 a	 music	 festival	 had	 determined	 what	 you	 are	






asked	 about	 the	 existence	 of	 the	 relation	 between	 emotions	 and	 the	 cultural	 impact.	
Guillaum	(1903,	27:46),	Aura(Au-2104,	25:34)	and	Jonas(Au-2104,	25:34)	expressed	these	
existence	 afirming	 the	 existence	of	 the	bind	between	what	 they	 felt	with	what	 they	 think	
they	culturally	are.	




other.	 (...)	But	nevertheless,	 the	deep	Gipuzkoans	 like	 it	 a	 lot".	 Similar	meaning	expressed	
Peter(P-2102,	23:26)	on	his	comment	on	the	power	of	 the	Orfeón	Donostiarra	to	convene	
the	audience.	





is	 a	 set.	 "	 Abril	 confirms	 this	 shared	 experience	 as	 something	 usual,	 as	 a	 "ritual"(A-0904,	
15:02).	Guillaum	(G-1903,	09:47)	expressed	that	the	festival	was	an	opportunity	to	go	out	
and	talk	more	about	the	concert	and	to	share	what	happened.	















in	 the	experience	of	 the	 festival	 reinforced	 the	 link	between	 the	attendants	of	 the	different	event	
constituting	the	festival	and	facilitate	the	bond	between	the	attendees	with	regional	pieces	of	music.	

















content.	 The	 relevance	 of	 the	 interpreter	 is	 important	 to	 consider	 because	 it	 one	 of	 the	 key	




From	another	perspective,	 in	words	of	Abril	 the	preferences	 for	a	 specific	musical	 content	 "enter	





categories	 of	 "Live	 Emotions"	 or	 "Peak	 experiences"	 which	 demonstrated	 that	 music	 in	 a	 live	
experience	 can	 inspire	 intense	 emotions	 in	 relation	 with	 specific	 music	 pieces,	 composers	 and	
interpreters.	 Therefore,	 the	 live	 music	 experience	 is	 another	 channel	 to	 constitute	 the	 musical	
preferences	of	 the	cultural	 identity	of	 the	festival-goers.	This	 fact,	expresses	that	emotions	can	be	
understood	as	 the	way	 in	of	new	cultural	content	 to	 the	personal	cultural	 identity	or	 to	reinforce	
certain	music	preferences.	
In	short,	 the	interviewed	of	Quincena	expressed	the	relation	of	the	cultural	 impact	on	the	cultural	




the	concept	of	how	the	experience	helped	 to	conform	the	music	preferences	and	 the	 interpreters	
effect	 on	 the	 music	 preference.	 These	 processes	 implied	 emotional	 considerations	 and	 linked	













This	supercategory	assumed	those	 features	related	 to	 the	organizer's	 intentions	perceived	by	 the	
attendants	according	to	the	definition	of	this	content	analysis211.	The	categories	emerged	from	the	
																																								 																					
210	Also	 present	 in:	 D-1104(19:56)	 and	 Au-2104(18:50).	 But	 can	 be	 also	 reassured	 with	 the	 codes	 on	 the	
"Peak	experiences"	or	"Live	Emotions".	
	





culture	 and	 cultural	 city	 image.	 These	 categories	 clustered	 the	 codes	 in	 which	 the	 interviewed	
referred	to	perceived	intentions	from	the	organizers.	The	first	summarizes	the	codes	regarding	the	
strategies	of	pricing,	 the	design	of	 the	programme	and	 the	budget	management	perceived	by	 the	
festival-goers	interviewed.	The	second	and	the	third	clustered	the	data	concerning	how	the	festival	
can	be	used	as	a	tool	to	foster	a	certain	culture	and	to	promote	a	cultural	city	image	respectively.	As	








As	mentioned	before	 in	 section	2	of	 this	appendix,	 the	 subcategory	 "Balance	budget-programme"	
and	 "Programme"	 clustered	 the	multiple	ways	 in	which	 the	interviewed	 tried	 to	 explain	how	 the	
organizers	intend	to	balance	a	known-unknown	works	of	music/artists	with	a	certain	assurance	on	
the	 income	 from	 the	 ticketing.	This	 balance	was	between	 the	potential	 engagement	 of	 the	public	
with	 a	well-known	programme	which	would	be	 translated	 to	 a	better	 tickets	 sales	 versus	 a	 less-
known	 music	 programme	 which	 would	 provoke	 less	 income.	 This	 balance	 in	 some	 codes	 were	
interpreted	 as	 a	 conservative	way	 to	manage	 the	 festival	 but	 also	 as	 a	 consequence	 to	 assure	 a	
somewhat	of	artistic	quality.	





212	Also	 mentioned	 by	 Luna	 (L-1704,	 18:11)	 when	 she	 expressed	 this	 perspective	 of	 no	 taking	 important	
risks:	"	I	don't	know	if	they	risk	to	present	something	very	new	to	the	public".	Or	in	Jonas:	"Beyond	that,	I	do	
















Therefore	 the	 interviewed	 perceived	 an	 strategy	 concerning	 the	 programme	 which	 it	 might	 be	
specified	with	an	assurance	of	artistic	quality,	with	no	risks	in	the	programming	and	looking	for	a	
stability	between	the	content	of	the	programme	and	the	engagement	of	the	audience.		For	some	of	
the	 interviewed	 this	 strategy	 demonstrated	 a	 conservative	 way	 of	 artistic	 programming	 in	
accordance	with	a	conservative	audience.	
Another	 subcategory	 concerning	 the	management	 of	 the	 festival	was	 "Budget".	 This	 subcategory	
summarized	 the	 content	 related	 to	 the	 economical	management	 of	 the	 festival.	 It	 contains	 those	
affirmations	in	which	the	interviewed	talked	about	the	budget	management,	cultural	subsidies,	the	
economic	result	of	 the	 festival	or	any	 themes	related	 to	 the	economy	of	 the	event.	The	main	 idea	
underlying	 in	 the	 codes	was	 the	 consideration	 in	which	 the	 organizers	managed	 the	 budget	 in	 a	
very	 prudent	 way	 or	 it	 might	 be	 interpreted,	 again,	 as	 a	 conservative	 strategy	 of	 the	 economic	
management.	











Morevoer,	 Peter	 perceived	 this	 need	 to	 fill	 the	 venues	 of	 the	 organizers	 in	 order	 to	 accomplish	
certain	goals	for	the	receiving	of	cultural	subsidies	from	the	government:	
"They	are	worried	about	 filling	 the	venue,	 to	have	 the	correct	numbers	 to	present	 in	 their	public	
grants."	(P-1904,	19:25)	
Then,	 they	perceived	an	effort	 on	 accomplishing	 the	budget	 in	order	 to	 receive	 the	public	 grants	
which	 required	 to	 assure	 certain	 volume	 of	 audience	 and	 a	 popular	 artistic	 programme.	 These	
considerations	confirmed	the	perceived	conservatist	strategy	of	the	festival	to	fill	de	venues	and	to	
present	a	popular	artistic	programme.		










On	 an	organisational	 and	 logistical	 level,	 if	 I	 think	 it's	 appropriate,	 the	prices,	 	 I'm	 a	musician,	 and	 I	 know	








justify	 the	 artistic	 work	 and	 to	 support	 this	 type	 of	 events.	 This	 type	 of	 attendants	 who	 were	
former/actual	artists/choirs	interpreters/instrumentalists	provide	a	specific	analysis	which	is	very	






surveilance	 of	 the	 festival	 as	 it	 can	 be	 read	 in	 the	 analysis	 of	 the	 organizers	 interviews	 in	 the	
appendix	 12.	 Lastly,	 this	 specific	 audience	 was	 more	 comprehensive	 on	 the	 high	 prices	 which	
potentially	might	be	considered	as	expensive	in	other	types	of	attendants.	
Summarily,	 the	 category	 "Programme-budget	 management"	 showed	 the	 perceived	 objectives	
prosecuted	by	the	organizers	 in	the	perspective	of	 the	 interviewed.	They	perceived	Quincena	as	a	
conservative	music	festival	due	to	the	static	programming	which	can	be	translated	wit	a	repetition	
of	several	musical	works	and	a	budget	centred	in	assuring	popular	artists	in	order	to	attract	more	
audience.	Moreover,	 this	 conservative	 strategy	 tried	 to	 balance	 the	 programme	with	 few	 artistic	
risks,	an	strict	control	of	 the	budget	and	the	willing	 from	the	organizers	of	not	 loosing	 the	public	
subventions.	 The	 pricing	 of	 the	 concerts	 was,	 generally	 speaking,	 comprehensively	 high	 though	
with	 smart	 strategies	of	pricing	 in	order	 to	attract	 the	young	audience214	and	 to	add	value	 to	 the	
festival.	
(2) Foster	culture	
This	 category	 covers	 the	 perceptions	 of	 the	 interviewed	 on	 the	 festival	 understood	 as	 a	 tool	 to	
foster	 regional	 music	 and	 the	 intention	 to	 spread	 the	 interest	 on	 music	 in	 the	 hands	 of	 the	
organizers.	These	 topics	appeared	due	 to	 the	questions	 regarding	 the	perceived	 intentionality	on	






















the	 interviewed	which	 can	 be	 interpreted	whether	 the	 other	 interviewed	 did	 not	 perceived	 this	
objective	 meaning	 only	 a	 problem	 of	 perception	 or	 the	 organizers	 were	 not	 that	 interested	 in	
promoting	the	regional/local	artists.	This	interpretation	can	be	complemented	with	the	analysis	of	
the	 composition	 of	 the	 festival's	 programme	 (interpreters	 and	 composer)	 and	 the	 weight	 of	
attendance	 in	 those	 events	 however	 this	 analysis	 is	 considered	 beyond	 the	 present	 dissertation	
since	the	interest	is	on	the	perception	of	the	attendant.	Therefore,	on	the	basis	of	the	interviewed,	
there	was	perceived	a	slight	interest	in	promoting	regional	culture.	












Furthermore,	 Luna	 and	 Ofelia	 statements	 showed	 the	 programme	 of	 Quincena	 as	 an	 exercise	 of	
spreading	new	musical	content	to	publics	which	had	not	the	opportunity	to	enjoy	classical	music.	
																																								 																					













and	 intentioned	 cultural	 impact.	 As	 presented	 before,	 the	 questions	 related	 to	 this	 topics	 were	
referred	to	the	perceived	intentionality	on	the	cultural	impact	on	the	cultural	identification	but,	as	it	
can	be	analysed	from	the	data,	 the	 interviewed	exposed	topics	much	related	to	the	 impact	on	the	
exposure	 of/to	 culture	 or	 the	 cultural	 impact	 on	 the	 information	 about	 culture	 described	 in	
Colombo	(2016)217.	Therefore,	it	can	be	interpreted	that	the	perceived	cultural	impact	was	different	
when	 it	 is	 referred	 to	 the	 individual	 experience	 from	 attendant	 -	 which	 described	 different	
processes	related	to	the	 identity	development-	 in	contrast	with	the	description	of	 the	 intentioned	
cultural	impact	of	the	organizers	from	the	perspective	of	the	same	attendant.	However	this	contrast	
should	 be	 understood	 as	 inclusive	 because	 the	 perception	 of	 the	 intentionality	 on	 the	 cultural	







so	 that	 there	 are	many	different	 audiences	 and	 they	 can	 feel	 integrated,	 even	with	 the	 youth	 and	 children	
audience.	I	think	it's	nice	to	make	that	effort."	(O-2802,	20:20)	
217The	 definition	 of	 the	 impact	 on	 the	 exposure	 to	 culture	was	 described	 in	 chapter	 1,	 "cultural	 impact	 in	
relation	with	the	information	about	culture	or	cultures",	and	the	item	describing	the	impact	from	a	positive	
subjective	 perspective	 was:	 "I	 am	 exposed	 o	 a	 variety	 of	 cultural	 experiences	 through	 the	 community	
festival".	(Colombo,	2016).	
218	This	 code	 was	 clustered	 under	 the	 category	 "Perceived	 intentional	 Cultural	 Impact",	 but	 here	 it	 is	




Consequently,	 the	 perception	 of	 the	 intentionality	 referred	 to	 the	 different	 cultural	 impacts	 was	
blurry	 from	 the	 perspective	 of	 the	 interviewed.	 They	 referred	 simultanously	 to	 different	
intentioned	cultural	impacts	which	might	be	interpreted	in	three	directions.	Firstly,	the	impact	on	
the	cultural	identification	was	not	really	prosecuted	by	the	organizers	and	then	there	cannot	be	any	
perception	 of	 it.	 Secondly,	 the	 impacts	 can	 occur	 simultanously	 without	 any	 intentionality	
perceived.	 Thirdly,	 the	 impacts	 can	 occur	 simulnanously	 with	 or	 without	 any	 intentionality	
perceived.	The	first	direction	can	be	evaluated	in	the	further	analysis	of	the	organizers	interviews	
in	 the	 appendix	 12	 in	 which	 it	 is	 showed	 the	 existence	 of	 prosecuted	 cultural	 impacts	 on	 the	
cultural	 identification	 and	 the	 exposure	 to	 culture.	 Consequently,	 the	 second	 direction	 of	
interpretation	 is	 not	 possible	 because	 there	was	 an	 intentionality	 implicated	 in	 the	 origin	 of	 the	
cultural	impacts.	Therefore,	the	third	option	should	be	the	more	valid	explanation	of	the	perceived	
intentionality	regarding	the	cultural	impact.		
In	 summary,	 the	 cultural	 impact	 may	 be	 originated	 independently	 wheter	 it	 is	 perceived	 as	
intentional	 or	 not.	 This	 interpretation	 might	 describe	 the	 music	 festival	 experience	 as	 an	
opportunity	 to	 have	 cultural	 impacts	 independently	 of	 the	 festival	 organizers	 intentionality	 and	
related	 to	 the	 festival-goers	 perception.	 Because,	 as	 it	 will	 be	 explained	 in	 appendix	 12,	 the	
organizers	 intentionality	 implied	the	origin	of	some	cultural	 impacts	related	to	 the	process	of	 the	
cultural	identification	and	the	exposure	to	culture	but	not	in	the	same	specific	themes	described	by	
the	 festival-goers.	 Therefore,	 the	 independence	 of	 the	 existence	 of	 the	 cultural	 impact	 from	 the	
perception	 of	 the	 festival-goer	 should	 not	 only	 may	 be	 interpreted	 as	 the	 independence	 from	
prosecuted	 intangible	 objectives	 of	 the	 organizers	 but	 also	 as	 the	 effect	 caused	 by	 the	 simply	
exposure	 to	a	music	experience.	 In	other	words,	 cultural	 impact	can	be	originated	because	of	 the	
mere	exposure	to	a	cultural	phenomenon	independently	of	any	intentionality.	
(3) Cultural	city	image	











can	 be	 related	 with	 those	 in	 the	 category	 of	 "Identity	 development"	 in	 which	 they	 referred	 to	
Quincena	as	a	"luxury"	for	the	city	and	a	sign	of	city	pride219.	Then,	the	perceived	intentionality	on	
this	intangible	objective	is,	again,	perceived	as	positive	for	the	interviewed.	
In	brief,	 the	 intangible	objectives	perceived	by	 the	participant	can	be	related	 to	 four	main	 topics:	






























Those	 themes	 not	 related	 directly	 to	 the	 hypotheses	 or	 the	 definitions	 above	 presented	 were	
clustered	 under	 this	 supercategory.	 The	 themes	 appeared	 due	 to	 the	 questions	 on	 the	 interview	
which	were	thought	only	to	be	a	warming-up	or	other	complimentary	questions.	These	questions	
were	the	following:	"Which	festivals	are	you	going?"	What	are	your	favourite	festivals?	Why?	Why	
are	 you	 going	 to	 Quincena	Musical?	What	 are	 your	 intentions	 in	 going	 to	 Quincena?	 	Would	 you	
recommend	the	experience?	How	would	you	define	a	participant	of	the	Quincena	musical?"	Under	
this	 supercategory	 were	 included	 all	 side	 topics	 which	 were:	 motivations,	 reflected	 profle,	
perception	of	the	audience,	long	term	effect	and	other	elements	of	the	experience.	
(1) Motivations	
This	 category	embraces	 the	main	 intentions	and	reasons	 to	attend	a	music	 festival	 like	Quincena.	
Although	 this	 is	 not	 in	 the	 main	 objectives	 of	 the	 present	 research,	 the	 interviews	 included	





or	 the	 artistic	 quality	 of	 the	 interpreters.	 The	 statements	 of	 the	 interviewed	 regarding	 their	





interpreters.	 In	 fact,	 this	 element	was	described	also	by	 contrast	because	 two	of	 the	 interviewed	
commented	as	a	negative	outcome	when	the	expectations	on	an	interpreter	were	not	fulfilled	and	
therefore	the	outcome	of	the	festival	experience	was	perceived	as	negative221.	As	Tim	exposed:		
"Well,	 negative,	 low	 level,	 for	 example.	 There	was	 an	 Elixir	 of	 Love	 about	 six	 years	 ago,	 and	 the	 Soprano	









This	 theme	 of	 the	 artistic	 quality	 was	 on	 relation	 on	 the	 following	 main	 theme	 related	 to	 the	






0903,	 04:55)	 and	 Jonas	 (J-1904,	 08:05)	 expressed	 that	music	was	 the	main	 reason	 to	 attend	 the	
festival.	 Moreover,	 an	 experience	 related	 to	 pleasant	 moments	 thanks	 of	 the	 festival.	 As	 Abril	
described:		
"Well,	with	the	intention	of	seeking	pleasure,	I'd	say".	(A-0904,	06:14)	
Donald	 (D-1104,	 03:03),	 Penélope	 (P-2102,	 05:55)	 and	 Aura	 (Au-2104,	 04:40)	 declared	 their	
intention	to	seek	pleasure	or	enjoy222,	related	to	music.	But	in	some	cases	not	only	related	to	it	but	




Again,	 it	appeared	the	 fact	of	being	an	artist/interpreter	may	 include	other	motivations	 to	attend	
the	 festival.	 As	 described	by	Luna,	 she	went	 to	 see	 other	 colleagues	who	 are	participating	which	















"	but	 I	 am	quite	 clear	 that	 I	 am	going	 to	 the	Quincena,	 as	 a	 support	 to	organize	 this	 type	of	 festival	 in	 San	
Sebastián".	(D-1104,03:57).	




In	 short,	 the	 motivations	 for	 the	 interviewed	 had	 different	 levels	 of	 importance	 but	 connected	
thanks	of	music.	The	quality	of	the	interpretation	of	the	music	pieces	or	the	pleasant	moments	with	
music,	they	were	all	related	to	music.	Moreover,	it	was	also	relevant	the	social	experience	specified	
in	 different	 descriptions:	 firstly,	 the	 opportunity	 to	 meet	 with	 colleagues,	 friends	 who	 are	
interpreters	of	the	festival;	and	secondly,	the	sharing	of	the	music	festival	experience	with	others.	
Indeed,	 they	were	 strongly	 related	 to	music.	 So,	 the	 central	point	on	going	 to	 such	a	 festival	was	
described	by	 the	 fact	 to	enjoy	music	 itself,	 to	enjoy	with	others	music	experiences	and	of	 course,	
because	the	pleasure	of	sharing	the	experience	or	meeting	with	others.	






San	 Sebastian.	 Finally,	 the	 motivation	 to	 participate	 in	 a	 activity	 during	 the	 summer	 season	
described	by	Luna		(L-1704,	05:33).	
(2) Audience	description	
The	definition	of	 this	category	came	up	thanks	to	 the	considerations	of	 the	attendants	among	the	
audience	and	the	socio-cultural	profile	 they	 think	 the	Quincena	attendants	have.	This	 information	
has	 a	 crucial	 value	 since	 they	 were,	 in	 some	way,	 defining	 themselves	 in	 topics	 related	 to	 their	






namely:	 profile	 of	 the	 audience	 and	 perception	 of	 the	 audience.	 The	 first	 resumes	 the	




average	 profile	 of	 the	 festival	 but	 also	 to	 reflect	 on	 themselves	 as	 participants.	 Thanks	 to	 that	
category	 it	 may	 be	 easier	 to	 understand	 some	 characteristics	 of	 the	 attendants.	 The	 question	
allowed	opened	and	diverse	questions	which	brought	multiple	 layers	of	 the	possible	profile	of	an	
average	attendant.	The	main	 characteristics	emerged	were	 that	 the	usual	 attendant:	 is	 a	 classical	
music	lover	(A-0904,	22:45;	Au-2104,	32:57;	P-1904,	29:24),	have	social	interests	(J-1904,	41:17),	
middle-high	 class	 (J-1904,	 41:17),	 loves	 cultural	 activities	 (L-1704,	 31:47),	 plans	 the	 year	 due	 to	
cultural	 events	 (G-1903,	 28:13;	 L-1704,	 31:47),	 is	 a	 fortunate	 person	 (D-1104,	 27:42)	 and	 is	
sensitive	(O-2802,	55:36).	There	appeared	also	negative	characteristics225,	mainly,	there	were	some	
interviewed	 who	 perceived	 negatively	 that	 some	 attendants	 participate	 in	 the	 festival	 because	
he/she	 wants	 to	 show	 off	 or	 pretend	 during	 the	 festival.	 (J-1904,	 29:10	 and	 29:54	 or	 P-1904,	
22:37).	
The	descriptions	of	this	first	theme	contained	a	general	positive	consideration	of	the	profile	of	the	
attendant.	 What	 is	 more,	 the	 topics	 of	 description	 related	 to	 cultural	 elements	 of	 the	 cultural	
identity:	the	music	preferences,	the	cultural	interests	or	the	cultural	sensitivity.	These	descriptions	
show	 the	 relevance	 of	 the	 intangibles	 above	 of	 the	 tangible	 elements	 (level	 of	 income)	 on	 the	
descriptions	of	 the	profile	of	 the	attendant	which	can	be	 interpreted	as	a	sign	of	 the	relevance	 to	





the	 attendant	 appeared	 in	 a	 negative	 consideration226	(G-1903,	 16:08)	 and	 they	 perceived	 as	 an	
endemic	problem	of	the	classical	music	lovers/attendants	(Au-2104,	33:39;	T-0903,	16:20).	Finally,	
																																								 																					











which	 appeared	 in	 the	 quantitative	 analysis	 and	 it	 seems	 to	 be	 a	 description	 of	 an	 actual	 fact.	
However,	 the	 description	 of	 the	 pretended	 snobbery	 or	 pretended	 formalism	 seems	 to	 be	 a	
judgement	or	criticism	which	would	require	further	and	in	deep	analysis	to	interpret	it	as	valid.		
(3) Long	term	effect	
This	 theme	 appeared	 thanks	 of	 several	 codes	 related	 to	 the	 long	 participation	 of	 some	 of	 the	
interviewed	but	also	because	of	the	planned	question:	"	Do	you	think	that	the	cultural	 impact	and	
the	emotional	effect	are	having	a	long-term	effect?".	The	answers	showed	in	table	74	only	described	
codes	related	 to	 this	 last	question,	but	 it	were	other	codes	related	 to	 the	 long	 term.	For	 instance,	





















"Well,	 look,	 another	 social	 that	 just	 came	 to	me.	 The	 Arantzazu	 concerts	 for	 example.	 There	 I	 go	with	my	
mother	and	my	sister,	 there	we	 take	 the	opportunity	 to	make	a	day	 trip	on	our	own,	eat	well	 in	one	place,	
sleep	in	Arantzatzu."	P-2102	(32:17)	
Then,	 it	 seems	 that	 the	 experience	 of	 the	 festival	may	 construct	 a	 long	 and	 strong	 relation	with	
some	of	 the	 interviewed	not	only	related	 to	music	but	also	reinforced	 the	personal	 interrelations	
with	 family	 and	 friends.	 This	 long	 term	 effect	 was	 described	 from	 the	 perspective	 of	 the	
interviewed	and	described	deep	 links	between	the	 interviewed	and	the	experience	of	 the	 festival.	
These	descriptions	may	contribute	to	considerate	that	the	intangible	impacts	of	the	music	festival	
experience	 can	 have	 a	 long	 term	 effect	 on	 the	 individuals.	 This	 may	 explain	 and	 reinforce	 the	
importance	 to	evaluate	 the	 intangible	 impacts	of	 the	music	 festivals	 in	order	 to	comprehend	 long	
term	effects	on	the	individuals	cultural	and	social	construction.	
(4) Other	side	elements	
In	 this	 subcategory	 are	 included	 those	 themes	 that	 slightly	 appeared.	 In	 addition,	 these	 themes	




in	 some	 of	 the	 interviewed.	 They	 understand	 this	 fact	 as	 an	 important	 element	 of	 the	 intangible	











"But,	 I	noticed	 that	music	and	the	environment	 impact	me	greatly.	You	will	 realize	 that	when	you	ask	me	I	
don't	just	tell	you	the	music,	it's	usually	the	event.	That	day	was	this,	go	there,	get	into	the	deep	Gipuzkoa,	in	
that	kind	mountain	so	cut,	the	place	itself,	so	black,	is	like	a	chimney".(O-2802,	32:04)			
Similarly,	 Luna	 (L-1704,	06:35)	declared	 her	 interest	 in	 all	 the	 elements	 combined:	 the	music,	 the	
venue	and	the	artists.		
The	consideration	of	 the	atmosphere	of	 the	 festival	as	an	 important	element	of	 the	experience	of	
the	festival	was	described	in	the	study	of	Packer	and	Ballantyne	(2011),	as	described	in	chapter	2.,	







understand	 some	 nuances	 of	 the	 festival	 experience.	 Firstly,	 it	 helped	 to	 understand	 the	
motivations	of	the	interviewed	to	attend	Quincena.	They	described	different	reasons	to	attend	but	




some	 tangible	and	 intangible	elements	of	 the	different	profiles	of	 the	attendants	 like	 the	age,	 the	
way	 present	 themselves	 with	 snobbery	 or	 pretended	 formalism.	 Furthermore,	 they	 described	
intangible	elements	related	to	the	cultural	preferences	and	interests	which	helped	to	reinforce	the	
relevance	on	the	analysis	of	the	intangibles.	Thirdly,	some	interviewed	described	the	experience	of	
the	 festival	 as	 an	occasion	 to	 construct	 a	 long	 term	effect	 related	 to	music	but	 also	an	 important	
element	 for	 their	 personal	 interrelations	with	 family	 and	 friends.	Which	 again,	may	 explain	 and	
632	
reinforce	 the	 importance	 to	 evaluate	 the	 intangible	 impacts	 of	 the	 music	 festivals	 in	 order	 to	
comprehend	long	term	effects	on	the	individuals	cultural	and	social	construction.		




















Finally,	 the	 result	of	 the	overall	 interpretation	of	 the	 categories	and	 subcategories	emerged	 from	
the	codes	and	related	with	 the	supercategories	can	be	summarized	 in	one	 table.	The	 table	shows	
the	 five	 supercatergories	 (Cultural	 Impact,	 Emotions,	 Intentionality,	 Relation	 between	 CI	 and	
emotions,	side	elements)	related	with	the	correspondent	categories	and	subcategories	interpreted	
previously.	 This	 table	 not	 pretend	 to	 summarize	 all	 the	 codes	 generated	 or	 appeared	 in	 the	
interviews,	 it	was	 the	 result	 of	 one	 specific	 interpretation.	Moreover,	 there	 are	multiple	ways	 to	
interpret	the	data	collected	through	the	interviews	and	further	ways	to	collect	the	data.	Therefore,	
this	table	has	to	be	considered	with	its	own	limitations	derived	from	a	particular	interpretation	due	
to	 specific	 gathering	methods	within	 a	 framework	 of	 specific	 hypotheses.	 Table	 157	 summarizes	
this	particular	result	of	the	content	analysis	on	the	ten	interviews	on	ten	attendants	of	Quincena.		
Table	 157.	 Summary	 of	 the	 supercategories,	 categories	 and	 subcategories	 of	 the	 content	 analysis	 in	 the	 ten	 in	 deep	
interviews	to	Quincena	attendants.	
Supercategory	 Category	 Subcategory	




















































As	presented	 in	Appendix	4,	 the	 rules	of	 inference	corresponded	coherently	 to	 the	hypotheses	of	
research,	and	were	as	following:	




B. Sub-hypothesis	 2:	 The	 objectives	 of	 the	 music	 festival	 organizers	 included	 specific	
objectives	to	generate	cultural	impacts	perceived	by	the	attendant.	
The	 first	 rule	 of	 inference	 refers	 to	 the	 relation	 between	 the	 cultural	 impacts	 and	 the	 emotions.		
This	relation	of	 the	 intensity	can	be	referred	to	 the	data	 through	specific	 themes.	As	described	 in	
the	 supercategory	 "Relation	 between	 emotions	 and	 Cultural	 impacts"	 these	 themes	 described	 an	
strong	 relation	 between	 emotions	 and	 those	 cultural	 effects	 of	 the	music	 festival	 experience.	 As	
interpreted	before,	the	relation	of	the	cultural	impact	on	the	cultural	identification	was	established	
with	specific	processes.	The	first	described	the	ones	related	to	the	sense	of	community,	the	bonding	
with	 regional	 culture	 and	 the	 consumption	 of	 cultural	 goods	 due	 to	 the	 experience.	 The	 second	
referred	to	the	concept	of	how	the	music	experience	within	the	festival	helped	to	confirm	the	music	
preferences,	 moreover,	 the	 interpretation	 by	 specific	 interpreters	 added	 a	 sense	 of	 uniqueness	
which	reinforces	the	emotional	effect.	These	processes	implied	emotional	considerations	and	linked	
emotions	with	 the	cultural	 identification.	Furthermore,	 some	of	 them	described	peak	experiences	
during	 their	 attendance	 reinforcing	 the	 concept	 of	 a	 positive	 affective	 and	 intense	 experience	
within	 the	 festival.	 Therefore,	 thanks	 to	 the	 music	 festival	 experience	 the	 interviewed	
demonstrated	intense	emotions	related	with	intense	cultural	impacts.	




source	 of	 emotions	 within	 the	 music	 festival	 experience.	 Secondly,	 the	 category	 "Motivations"	
clustered	a	 set	of	motivations	strongly	 related	 to	music	which	might	be	 interpreted	as	a	 relevant	
factor	for	the	interviewed.	Therefore,	music	has	to	be	an	important	factor	for	the	affective	response	












The	 next	 rule	 of	 inference	 refers	 to	 the	 music	 preferences	 of	 the	 interviewed.	 Basically,	 the	
interviewed	declared,	all	of	them,	to	be	classical	music	lovers.	The	differences	between	them	were	
on	 the	 different	 artistic	 movements	 within	 what	 is	 considered	 to	 be	 classical	 music.	 As	 a	
consequence,	 the	 analysis	 of	 the	 effect	 of	 the	 music	 preference	 in	 the	 cultural	 impact	 or	 the	
emotional	impact	became	impossible	to	compare	with	those	in	which	the	music	preference	differs	
from	the	classical.	Therefore,	 this	 rule	of	 inference	cannot	be	 interpreted	 from	the	perspective	of	
the	content	analysis	because	the	data	is	not	comparable.		
The	last	rule	of	inference	concerns	the	perceptions	of	the	interviewed	on	the	objectives	prosecuted	
by	 the	organizers.	As	 identified	previously,	 the	 intangible	objectives	perceived	by	 the	participant	
were	 related	 to	 four	 main	 topics:	 foster	 local	 culture,	 spread	 music	 and	 to	 construct	 a	 city	
image/city	pride.	The	tangible	objectives	concerned	-mainly-	to	the	management	of	the	budget	and	
the	design	of	 the	artistic	programme	of	 the	 festival.	Therefore,	 the	 interviewed	perceived	specific	
objectives	 which	 -as	 interpreted	 previously-	 concerned	 cultural	 impact.	 These	 intangibles	 were	



























48,	man	 Director	 of	 the	 festival,	





































	Porque	 a	 parte	 de	 una	 cuestión	 cultural,	 en	 la	 que	 se	 pueden	 encontrar	 lazos,	 es	 importante	 el	











45	y	46	 años	 es	dónde	 se	puede	pescar	más.	Es	una	 edad	en	que	 los	hijos	 ya	 son	más	 autónomos,	








Tenemos	 un	 público	muy	 heterogéneo.	 Pues	 intentamos	 albergar	muchos	 programas	 para	 llegar	 a	
más	 gente	 y	 también	 intentamos	 que	 haya	 movimiento	 entre	 estos	 grupos,	 es	 decir,	 si	 voy	 a	 un	




antes	 de	 un	 concierto	 pues	 les	 hablo	 de	 lo	 que	 va	 haber	 próximamente,	 algo	 que	 no	 estén	 tan	
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	Se	 interpreta	 que	 a	 mayor	 asistencia,	 mayor	 número	 de	 entradas	 vendidas,	 mejor	 nivel	 de	
autofinanación,	cumplimiento	del	presupuesto	y	mayor	éxito	
PA-1:07:37	



































The	consideration	of	 the	economic	viability	of	 the	 festival	appeared	 in	 the	 three	 interviews.	Each	

















JI-0:6:16	 	Pues	 creo	 que	 es	 un	 tercio,	 porque	 está	 a	 tercios	 entre	 las	 tres	 instituciones	 (Gobierno	 vasco,	













DI-0:05:58	 	Hacemos	 las	 mismas	 aportaciones	 que	 el	 resto	 de	 instituciones	 y	 participamos	 de	 su	 órgano	 de	
































o	 pueden	 encajar	 bien	 aquí,	 pues	 los	 usamos	 para	 eso.	 Pero	 todo	 eso	 se	 consulta	 de	 una	 manera	
informal	y	de	buen	rollo	con	Patrick	que	no	hace	falta	que	sea	en	el	Congreso	de	administración,	o	sea	
que	puede	ser	en	reuniones	más	ordinarias.	
DI-0:08:48	 	yo	 le	 sugerí	que	 lo	hiciera	y	que	 lo	 tuviera	en	cuenta	y	que	en	el	2019	empieza	a	pasar	esto.	Otros	
años,	en	2016,	Capitalidad	Europea	de	la	Cultura,	que	hiciera	algún	guiño.	A	veces,	lo	que	le	sugerimos	
es	 que	 no	 desaproveche	 la	 ocasión	 de	 emparentar	 la	 programación	 con	 algún	 tipo	 de	 celebración,	











PA-0:42:46	 	Esto	 es	 lo	 que	 vamos	 haciendo.	 Por	 ejemplo,	 la	 ópera	 se	 hace	 así,	 los	 conciertos	 sinfónicos...por	
ejemplo	con	Santander	lo	hacemos	así.		
PA-0:44:07	 	La	colaboración	es	necesaria,	y	va	a	pasar	continuamente	
















nuestros	 grandes	 festivales	 son	 Quincena,	 Jazz	 y	 Zinemaldia.	 Es	 verdad	 que	 cada	 uno	 tiene	 su	
temática	distinta,	dos	son	música	y	uno	es	cine,	pero	son	tres	 festivales	culturales,	al	 fin	y	al	cabo,	
que	también	transcurren	en	la	época	más	veraniega	































PA-1:23:45	 Pero	 lo	 primero	 es	 que	 la	 gente	 entienda	 porque	 se	 hace,	 qué	 se	 hace,	 qué	 es	 lo	
interesante,	y	en	qué	pueden	contribuir	ellos	






años	 (incluso	 gente	 que	 trabaja	 con	 nosotros)	 pasa	 que	 gente	 que	 ha	 trabajado	 en	
este	 festival,	 su	 padre	 o	 su	 madre	 cantaban	 en	 Quincena,	 ellos	 han	 cantado	 en	
Quincena	












PA-54:50	 	Ese	 tipo	 de	 cosas	 que	 les	 vaya	 ayudando	 a	 foguearse,	 y	 es	 nuestra	 pequeña	
contribución	 con	 el	 ciclo	 de	 jóvenes,	 con	 Quincena	 Andante,	 etc.	 Esos	 pequeños,	
digamos	papeles,	recitales	




Vamos	 a	 ver,	 un	 festival	 entre	otras	muchas	 cosas	 tiene	que	 ser	 capaz	de	producir,	
tiene	 que	 ser	 capaz	 de	 generar	 producciones.	 Esto	 es	 prácticamente	 imposible	 con	
presupuestos	tan	pequeños,	en	concierto,	es	menos	importante	
PA-45:03	














JI-0:35:00	 El	 primero,	 del	 impacto	 social	 es	 el	 acceso	 a	 la	 cultura,	 ese	 sin	 duda.	 Más	 el	 del	 Jazz	 que	 el	 de	 la	
Quincena,	porque	ofrece	contenido	cultural	de	forma	gratuita	











JI-0:20:21	 Que	 Donosti	 se	 mantenga	 visible	 y	 reconocida	 o	 que	 se	 mantenga	 en	 la	 primera	 línea	 de	 la	 oferta	
cultural	
JI-0:20:55	 seguir	 manteniendo	 a	 Donosti	 en	 la	 primera	 línea	 de	 la	 oferta	 cultural,	 pero	 para	 eso	 necesitas	
escaparates	potentes,	 tienes	que	reforzar	el	 jazzaldia	o	 la	Quincena	con	oferta	musical	muy	potente	y	
hacerla	atractiva,	para	no	desinflarte	
JI-0:22:30	 	a	parte	tiene	una	cosa	identitaria,	al	propio	donostiarra	verse	como	ciudad	referente	en	comparación	a	






cine	vasco,	 con	cine	mira.	Al	 final	 son	escaparate	y	plataforma	para	 los	grupos	 locales	y	eso	 también,	







JI-	0:34:29	 	Es	hacerlo	bien	pero	 sin	pasarte,	 justo	 la	 línea	 sin	 llegar	 a	 lo	 rídiculo,	 pero	 sin	 llegar	 a	 lo	 soberbio	y	
frívolo.	Es	como	una	medida	muy	donostiarra.		
DI-0:09:10	 	Otra	 cosa	 que	 la	 Diputación	 que	 suele	 solicitar	 es	 que	 la	 programación	 no	 sólo	 se	 circunscriba	 a	 la	
ciudad	de	San	Sebastián,	si	no	que	se	consolide	en	la	Quincena	Andante,	
DI-0:26:27	 	Sí,	son	los	grandes	festivales	de	Donostia,	que	le	han	dado	un	poco	el	label	de	ciudad	de	festivales.	Con	
el	 tiempo	 se	 han	 ido	 creando	 nuevos,	 para	 otro	 tipo	 de	 públicos	 que	 han	 renovado	 que	 han	









pues	 es	 un	 elemento	 que	 impacta	 en	 la	 identidad,	 en	 bueno,	 otorga	 un	 papel	 de	 catapulta	 	 y	 de	
proyección	pública	de	nuestros	conjuntos	locales	
J. Education	
The	 festival	 is	 conceived-	 from	 the	 three	 interviewed-	 as	 a	 tool	 to	 educate	 the	 citizen.	 They	



























DI-0:13:29	 Yo	creo	que	el	principal	objetivo	cultural	es	elevar	 la	cultura	musical	de	 la	población,	satisfacer	su	










PA-1:01:13	 cuando	 hicimos	 el	 Te	 Deum	 de	 Berlioz,	 con	 la	 orquesta	 de	 Euskadi	 y	 la	 orquesta	 de	 Bilbao,	 las	
juntamos.	Ya,	en	todo	eso,	hay	una	cosa	emocional.	Es	decir,	el	reunir	el	País.	Estaba	la	OSE,	estaba	el	
Orfeón,	 estaba	el	EASO,	habían	3	o	 cuatro	 coros...tuvimos	que	quitar	muchas	butacas,	 tuvimos	que	












fue	 una	 pasada.	 Alli	 hay	 un	 elemento	 identitario	muy	 fuerte,	 el	mar,	 los	 barcos.	 	 (me	 enseña	 unas	
portadas	del	periódico).	Bueno,	pues	todas	estas	portadas	del	periódico,	todo	lo	que	fue	




















es	 la	 época,	 a	 principios	 del	 siglo	 XX	 y	 finales	 del	 XIX	 en	 que	 la	 ciudad	 ya	 empezaba	 a	
transformarse	en	una	ciudad	muy	turística,	pasó	de	un	asentamiento	militar	estratégico	por	la	
cercanía	 entre	 la	 frontera	 francesa,	 española	 porque	 tenía	 un	 puerto,	 por	 su	 posición	
estratégica,	pasa	a	ser	un	destino	más	turístico	y	de	tranquilidad.	Viene	justo	después	de	que	la	
primera	 guerra	 mundial,	 toda	 Europa	 está	 en	 guerra	 y	 cómo	 España	 no	 entró	 en	 guerra,	
también	se	mantiene	neutral	y	esto	hace	que	mucha	gente	adinerada,	sobretodo	de	Francia	o	
de	 Europa	 también	 venga	 hacia	 aquí,	 en	 la	 zona	 de	 Biarritz,	 en	 esta	 zona	 de	 San	 Sebastián.	
Porque	están	cerca	de	la	frontera	y	también	por	el	clima.	Entonces,	es	importante	también	ver	
cuándo	 nace	 la	 Quincena	 y	 tras	 qué	 contexto	 para	 entender	 cómo	 va	 acompasado	 con	 el	
desarrollo	 y	 también	 la	 aparición	 del	 Jazzaldia,	 está	 todo	 dentro	 de	 una	 idiosincrasia	 o	 de	
espíritu	de	ciudad.	No	es	un	ente	que	nace	así,	sin	querer,	responde	a	una	visión	de	ciudad	de	
aquella	 época.	 Además	 esta	 ciudad	 empezó	 a	 ser	 un	 lugar	 vacacional	 o	 de	 turismo	 de	 la	
monarquia,	 por	 lo	menos	 hasta	 la	 república.	 Esto	 dejó	 un	 carácter	muy	marcado,	 la	 ciudad	
invirtió	en	ser	atractiva,	en	ser	turística	y	también	en	equipamientos	culturales	




















Quincena	 tiene	 80	 años,	 el	 Jazzaldia	 nació	 en	 el	 52	 y	 ya	 está	 por	 su	 edición	 60	 y	 algo,	 y	 el	
Zinemaldi	también	están	por	el	60	y	pi	









This	 theme	clusters	 those	codes	describing	the	context	of	 the	 festival.	Patrick	Alfaya	analysed	the	
conservative	perspective	of	the	design	of	the	artistic	programme	of	the	festival.	He	complained	on	
the	 so-called	 "elitism"	 of	 the	 classical	 music,	 the	 bad	 conditions	 to	 promote	 new	music	 or	 less-
known	pieces	of	music.	Jon	Insausti	claimed	for	the	special	circumstances	that	makes	San	Sebastian	
as	a	perfect	cultural	touristic	destination,	the	importance	of	the	gastronomy,	the	justification	of	the	






















JI-0:20:21	 	Cada	 vez	 es	 más	 fácil	 viajar,	 cada	 vez	 es	 más	 fácil	 moverte,	 cada	 vez	 son	 más	 las	 ofertas	
culturales	 	 y	 de	 festivales	 que	 hay	 no	 sólo	 en	 España	 si	 no	 en	 toda	 Europa	 y	 son	 más	 las	
facilidades	el	ir	a	festivales	
JI-0:25:00	 	Son	muchos	elementos	que	cuadran	en	el	tiempo,	que	de	repente	en	la	ciudad,	pum!	esté	en	la	

























publicitario	 hacia	 los	 consumidores.	 La	 gente	 salvo	4,	 no	 tienen	ni	 idea	de	 quiénes	 cantan	 o	


























a	 good	 personal	 relation	 and	 they	 share	 their	 ideas	 without	 any	 imposition.	 Patrick	 Alfaya	 was	
considered	to	have	the	sufficient	autonomy	to	direct	the	organization	of	the	festival.	
Table	175.	Codes	on	the	autonomy	of	the	team	of	Quincena.	
PA-15:22	 Nunca	 me	 lo	 han	 hecho	 en	 un	 consejo	 de	 administración,	 que	 es	 el	 sitio	 donde	 se	 puede	 hacer,	 y	





PA-1:16:10	 	Yo	 soy	 un	 director	 de	 un	 festival	 financiado	 con	 dinero	 público,	 por	 tanto,	 me	 debo	 tanto	 a	 las	
instituciones,	cómo	a	la	ciudad,	cómo	a	la	gente.		
JI-0:07:51	 Sí	que	decide	en	cosas,	pero	al	final	la	Quincena	tiene	vida	propia.	Entonces,	su	director,	Patrick	con	el	
equipo	 suyo	 que	 tiene	 debajo	 del	 organigrama	 llevan	 la	 marcha	 diaria.	 Lo	 que	 es	 programación,	
espacios,	 charlas	 con	 patrocinadores,	 empresas	 privadas	 todo	 lo	 lleva	 Quincena.	 El	 Consejo	 de	
administración	 puede	 aprovar	 cosas,	 cambio	 de	 organigrama,	 aumento	 de	 presupuesto	 o	 una	
inversión	 ,	 o	 lo	 que	 sea.	 Pero	 el	 gasto	 corriente,	 la	 vida	 diaria	 de	 la	 Quincena,	 es	 la	 propia	 entidad	
Quincena	
DI-0:07:07	 	realmente	un	festival	de	estas	características	requiere	de	unos	conocimientos	de	tales	contactos,	que	
requiere	de	un	director/a	que	 tenga	 el	 conocimiento	de	 todos	 esos	 campos	 y	 la	 independencia	que	














As	 defined	 at	 the	 beginning	 of	 this	 appendix,	 this	 supercategory	 would	 embrace	 those	 topics	
describing	specific	objectives	determined	by	 the	 three	stakeholders	 interviewed.	There	were	 two	
types	 of	 objectives:	 the	 common	 and	 the	 non	 common.	 The	 first	 regarded	 those	 objectives	
commonly	 stated	by	 the	 three	 interviewed,	whereas	 the	 second	will	 contain	 those	 that	were	not	
stated	by	the	three.	
(1) Common	objectives	
Five	main	 topics	 resulted	 as	 commonly	 expressed	 by	 the	 organizer	which	were	 clustered	 in	 the	
following	categories:	audience,	budget,	quality	and	remembrances.	They	were	stated	as	objectives	










"Of	 course,	 to	 full	 the	 venue	 is	 necessary,	 so	 we	 can	 keep	 the	 festival	 going.	 You	 either	 do	 "Pop"	 plays,	
Mahler's	 Fifths,	 Beethoven's	 Ninths,	which	 are	 great	 plays,	 or	 people	 don't	 come.	 Besides,	 I'll	 tell	 you	 one	
thing.	Besides,	we	are	in	a	world,	that	in	everything,	and	when	I	say	everything	is	everything.	In	politics,	on	
TV...	 we	 are	 in	 a	 hyper-conservative	 world,	 we	 are	 becoming	 very	 conservative	 on	 certain	 issues."	 (PA-
00:20:10)	













"The	good	thing	about	 these	 three	 festivals	 (Zinemaldia,	 Jazzaldia	and	Quincena)	 in	 the	vision	of	 the	city	 is	






have	movement	 among	 these	 groups,	 that	 is,	 if	 I	 go	 to	 an	 organ	 concert	 I	 try	 to	 be	 interested	 in	what	 the	
contemporary	ones	do,	to	say	a	particular	cycle	".	(PA-1:10:51)230	
Similarly,	 Insausti	 asserted	 this	 objective	 to	 engage	 the	 local	 audience	 but	 an	 step	 forward	 	 he	
understood	Quincena	 as	 "way	 in"	 to	 the	annual	 cultural	programme	of	 the	 city.	Then,	 the	 festival	
may	have	a	longer	impact	in	the	engagement	of	the	audience	in	similar	activities.	
"I	want	to	use	this	as	a	gateway	to	that	activity	throughout	the	year."	(JI-0:47:01)	
















confidence	Quincena.	Much	of	 that	people	go	blind,	without	 checking	 the	programme	 in	 some	cases.	But	 in	
general,	the	expectations	are	met.	(DI-0:22:32)	
Finally,	 there	were	 fields	 to	grow	or	 to	 improve	related	 to	 the	audience	of	Quincena.	Firstly,	 they	
comprehend	 the	problem	of	 the	aging	 (DI-0:27:54)	and	 the	need	 to	engage	 to	young	people	 (PA-
0:48:10).	Denis	and	Patrick	observed	that	they	detected	the	new	audience	came	from	those	of	45	or	
46	 years	 old(PA-0:48:02,	 DI-0:29:32)	 and	 as	 consequence,	 the	 festival	 need	 to	 be	 pedagogic	 in	
order	to	set	precedents	for	the	re-join	in	that	age.	
Conclusively,	the	natural	and	main	common	objective	is	the	aim	to	reach	the	audience	and	let	them	





















50%,	 because	 we	 have	 been	 losing	 public	 aid,	 in	 the	 crisis	 Quincena	 lost	 113	 thousand	 of	 all	 sources	 of	
funding.	 Classical	 music	 was	 hit	 hardest,	 there	 were	 no	 freezes	 like	 at	 film	 festivals.	 Of	 course,	 we	 were	
reduced	by	25%	less	."	(PA-0:26:00).	
Therefore	 the	dependence	on	 the	 income	coming	 from	 the	 revenue	of	 the	 ticketing	 it	 is	 adding	a	
pressure	on	the	design	of	the	programme.	They	have	to	full	the	venues	in	order	to	reach	the	break	
even	which	means	to	programme	those	pieces	of	music	which	will	gather	more	audience.	
The	 perspective,	 regarding	 the	management	 of	 the	 budget,	 of	 Insausti	 and	 Itxaso	was	 pragmatic.	
They	trusted	in	the	Alfaya's	team,	they	stated	that	they	were	only	monitoring	the	well-functioning	
of	 the	 festival	 and	 they	 generally	 demonstrated	 a	 satisfaction	 in	 the	 way	 Alfaya	 managed.	 They	
stated	 the	amount	of	money	which	 contributed	 to	 income	of	 the	 festival	 (460.000€	 the	City	Hall,	
and	430.000	the	Deputy.	JI:0:05:45	and	DI-0:05:58).232		
From	the	point	of	view	of	 Insausti,	 the	City	Hall	has	 the	evaluation	of	 the	economic	 impact	of	 the	
festival	 and	 they	 understand	 that	 is	 it	 positive	 (JI-0:16:00)	 and	 they	 are	 very	 thankful	 for	 this	
opportunity	to	bring	audience	(JI-0:18:06).	So,	they	invest	in	order	to	have	they	economic	return	in	








public	 administrations	 were	 quite	 generous	 the	 city	 town	 responsible	 expected	 a	 return	 on	 the	











was	understood	 in	 terms	of	well-known	artists,	 long	 tradition	orchestras	or	 the	excellence	of	 the	
general	interpreters	and	the	music	represented	in	the	festival.	









"But	 the	 confidence	 in	 the	 Quincena	 is	 general.	 You	 know	 you're	 going	 to	 enjoy	 good	 musicians,	 good	
ensembles	that	are	in	good	shape."	DI-0:26:01	
Therefore	 the	quality	was	an	essential	 element	on	 the	 conception	of	 the	 three	 stakeholders.	This	
quality	 was	 comprehended	 specially	 important	 during	 the	 festival	 period	 as	 more	 relevant	 as	
during	 the	year.	 It	 is	 important	 the	detail	 that	Alfaya	 remarked	 "	maintain	 the	perception"	of	 the	
quality	of	 the	 festival	which	might	be	 interpreted	that	the	 important	element	 is	 that	the	audience	
















Madrid,	we	 took	 advantage	 of	 the	 platform	 that	 the	Quincena	 gives	 us,	 to	make	 a	 special	 programme.	 The	
same	thing	happened	with	Usandizaga	a	few	years	ago"	(JI-0:08:39)	
This	interest	on	the	memory	of	some	vasque	or	regional	authors	might	be	interpreted	as	a	sign	or	
wish	 to	 strenghten	 the	 pride	 or	 to	 enrich	 the	 cultural	 identity	 of	 the	 attendants	 through	 the	




Similarly	 as	 in	 the	 previous	 category,	 this	 embraces	 those	 objectives	 not	 shared	 between	 the	
interviewed.	 These	 objectives	 were:	 the	 construction	 of	 alliances	 between	 institutions,	 the	
promotion	 of	 the	 cultural	 tourism,	 to	 have	 an	 strong	 team	 for	 the	 festival	 organization,	 to	 foster	
local	or	new	artists	and	to	produce	their	own	artistic	productions.	They	appeared	as	a	consequence	
of	the	different	perspectives	of	each	stakeholder	though	should	be	not	understood	as	counter	aims	











"I	 between	 two	 equal	 I	 stay	with	 the	 here,	 but	 if	 they	 are	 better	 outside,	 then	 I	 take	 the	 Badalona."	 (PA-	
0:40:00)	
He	also	understands	 this	need	 to	ally	 in	 the	co-production	of	 the	opera	or	 the	big	productions	 in	
order	to	reduce	costs.	233	Within	the	same	intertwined	objective	to	reduce	costs,	he	also	needed	the	
alliances	in	order	to	spread	the	impact	of	the	festival,	when	he	wanted	to	produce	concerts	in	some	
little	 location,	 the	 local	 partners	 allies	 are	 the	 best	 way	 to	 reduce	 the	 costs	 and	 generate	 the	
opportunity234.	 From	 Itxaso	 perspective,	 he	 understood	 the	 festival	 as	 a	 tool	 for	 the	 generate	
alliances	with	specific	purpose.	
"What	 I	 do	 is	 pull	 the	 Quincena	 to	 generate	 alliances,	 or	 generate	 new	 projects.	 I	 take	 the	 director	 of	



























These	 two	 different	 perspectives	 of	 the	 tourism	 might	 be	 interpreted	 that	 Quincena	 is	 mainly	
composed	by	 local	 or	 national	 attendees.	However,	Quincena	 is	 used	 as	 an	 element	 to	 create	 the	
image	 of	 San	 Sebastian	 as	 a	 cultural	 destination	 with	 high	 culture.	 This	 element	 of	 high	 culture	
destination	is	in	someway	a	result	of	the	history	of	the	festival	as	well	(as	declared	by	Itxaso	in	DI-




As	 described	 previously	 in	 the	 clustering	 of	 the	 codes,	 during	 the	 interview	 to	 Patrick	 Alfaya	
appeared	other	topics	of	interest.	Those	themes	were	related	to	the	importance	of	the	team	of	the	
festival	organization,	 the	 conservation	of	 the	 tradition	of	 the	 festival,	 the	artist	 fostering,	 and	 the	
importance	of	the	festival	to	create	their	own	productions.	 
He	 emphasized	 the	 importance	 to	 work	 in	 team	 through	 different	 descriptions.	 Firstly,		 he	


















artists	 wanted	 to	 help	 young	 interpreters	 to	 start	 they	 career	 (PA-00:54:50).	 Furthermore,	 he	
wanted	to	create	a	 link	with	the	local	association	and	let	them	work	with	top-notch	orchestras	or	
directors	in	order	to	foster	their	quality.	He	claimed	for	"primum	interpares"	between	the	fostering	
of	 the	 local	 artists	 and	 the	budget	 (PA-1:33:43).	 Furthermore,	 another	 objective	 can	be	 added	 to	
this	fostering	of	the	local	cultural	life,	which	is	the	opportunity	of	the	festival	to	produce	their	own	
production.	Alfaya	stated	the	festivals	should	be	able	to	produce	their	own	operas	or	dance	shows	
in	 order	 to	 add	 more	 value	 and	 foster	 more	 work	 in	 the	 local	 community.(PA-00:42:03,	 PA-
0045:03). 
These	 four	 elements	 above	 explained	 -	 the	 team,	 the	 legacy,	 the	 local/young	 artist	 and	 the	 local	
productions-	contained	a	common	element	in	Alfaya's	vision:	the	strength	and	the	fostering	of	the	
local	cultural	life.	The	constitution	of	local/Basque	members	in	the	team,	the	legacy	of	families	and	

















The	 conceptual	 framework	 presented	 in	 chapter	 1	 established	 this	 supercategory.	 As	 described	
previously,	 the	 themes	under	 this	supercategory	could	be	any	 topic	related	 to	 the	descriptions	of	
Colombo	 (2016).	 The	 answers	 generated	 an	 heterogeneous	 set	 of	 codes	 related	 to	 intangible	
impacts	which	in	its	related	to	the	objective	of	generating	a	city/regional	pride	under	the	category	
"City	 Identity"	which	 can	 be	 related	 to	 the	 descriptor	 of	 Colombo(2016)	 "Building	 a	 community	
pride".	Also,	the	interviewed	demonstrated	the	objective	to	bring	the	opportunity	to	the	audience	to	






As	 it	might	 be	 interpreted,	 these	 impacts	 could	 be	 understood	 as	 intangible	 objectives.	 Although	
they	are	prosecuted	intangibles,	they	were	separately	considered	because	of	the	relevance	for	the	












In	Alfaya's	words	he	 tried	 to	generate	as	more	opportunities	 as	possible	 to	 link	 the	audiences	 to	





As	mentioned	previously,	 in	 general,	 the	 festival	 can	be	 understood	 as	 a	way	 to	 let	 the	 audience	
access	to	this	type	of	culture	as	resumed	Itxaso:	

















but	 spreading	 or	 programming	 activities	 around	 Gipuzkoa	 and	 the	 other	 cities	 of	 the	 Basque	




Moreover,	 this	 interest	 to	 link	 the	 regional	 identity	 to	 the	 classical	music/quality	 it	 is	 suggested,	
firstly,	to	be	done	through	the	construction	of	the	city	pride,	as	Insausti	insisted:		
"apart	 from	 having	 an	 identity	 thing,	 to	 see	 Donostia	 itself	 as	 a	 reference	 city	 compared	 to	 others,	 it	 also	
means	a	point	of	pride	or	 local	self-esteem,	 that	 is	 to	say,	 it	opens	the	news,	 to	be	on	the	 front	page,	 to	set	
records,	 to	 say	 that	 in	 Donostia	 I	 don't	 know	what	 jazz	 singer,	 I	 don't	 know	what	 film	 star...	 all	 these	 are	
intangible	things	that	make	the	city	proud".	(JI-0:22:30)	
The	city	pride	construction	was	a	clear	objective	for	Itxaso	(DI-	0:22:32)	but	also,	as	an	element	of	
"selling"	 the	 city	 in	 the	 outside	 and	 city	 branding	 (JI-0:12:10,	 JI-0:20:50,	 DI-0:26:27).	 Which	
consequently,	 links	 this	 construction	 of	 the	 city	 image	 with	 high	 valued	 music	 or	 a	 cultural	
attractiveness.	
664	
In	 summary,	 the	 vision	 of	 Alfaya,	 Insausti	 and	 Itxaso	matches	 in	 the	 definition	 of	Quincena	 as	 a	
festival	 identified	 with	 San	 Sebastian	 but	 with	 the	 aim	 to	 reinforce	 a	 regional	 identity	 linked	














Insausti	 insisted	 that	 Quincena	 has	 different	 events	 to	 be	 a	 way	 in	 to	 educate	 the	 public.	 They	
intend,	in	his	words,	to	search	for	new	publics	and	willing	to	educate:	
"It	 is	 true	 that	 the	 Quincena	 has	 shown	 over	 the	 years	 that	 it	wants	 to	 reach	more	 and	more	 of	 the	 local	
audience	but	also	an	audience	that	is	not	very	specialized	in	classical	music.	The	Quincena	does	serve	to	offer	
an	attractive	tourist	cultural	offer,	but	we	also	want	to	educate	and	seek	new	audiences".	(JI-0:11:10).	
Therefore,	 they	 have	 an	 interest	 to	 educate	 the	 audience	which	 it	 can	 be	 understood	 to	 have	 an	

















"That	 is,	 beyond	 that	 if	 it	 generates	 a	 hobby	 and	 you	 see	 people	 coming	 in.	 In	 the	 end,	 I	 see	 as	 a	 culture	








a	 cultural	 hobby	 into	 the	 attendant.	 	 This	 intended	 effect	 can	 be	 interpreted	 as	 an	 effect	 on	 the	
cultural	 identity	 of	 the	 attendant,	 to	 construct	 their	 cultural	 hobbies	 or	 their	 cultural	 tendencies.	
Therefore,	it	can	be	interpreted	that	the	cultural	impact	on	the	cultural	identification	is	pursued	by	
these	stakeholders.	
























"when	 we	 did	 the	 Te	 Deum	 of	 Berlioz,	 with	 the	 Basque	 Country	 orchestra	 and	 the	 Bilbao	 orchestra,	 we	










capacity	of	using	 these	events	as	 tools	 to	emotion	and	produce	an	 identification	of	 the	attendant.	


















The	 historical	 origins	 of	 the	 festival	 was	 understood	within	 a	 strategy	 to	 construct	 a	 city	 image	
related	to	culture.	As	Insausti	declared:	
"It	 is	also	 important	to	see	when	the	Quincena	is	born	and	after	what	context	to	understand	how	it	goes	 in	
step	with	 the	development	 and	also	 the	appearance	of	 the	 Jazzaldia,	 it	 is	 all	within	 an	 idiosyncrasy	or	 city	
spirit.	 It	 is	not	an	entity	 that	 is	born	 like	 this,	without	wanting	 to,	 it	 responds	 to	a	vision	of	 the	city	of	 that	






considered	 that	 the	 city	 of	 San	 Sebastian	 enjoyed	 a	 privileged	 state	 of	 peace	 in	 war-time	 but	
enriched	 with	 the	 international	 perspective.	 Therefore,	 it	 was	 an	 opportunity	 to	 develop	 the	
cultural	tourism	and	to	establish	artistic	cooperation	between	Italy.	
"one	 of	 the	 first	 sponsors	 of	 the	 Quincena	 was	 the	 fascist	 Italy,	 which	 instead	 of	 sending	 money	 sent	








to	 the	 cultural	 ambience	of	 Spain,	 the	 relation	between	Quincena	 and	other	 festivals	 and	 specific	
circumstances	of	the	city.	


















they	 say	 the	 old	 town	 is	 one	 of	 the	 best	 streets	 according	 to	 the	 New	 York	 Times.	 They	 are	 different	
milestones	 that	 are	all	positive.	 It	 generates	more	 interest,	 there	 is	 a	 lot	of	 good	news	about	 this	 city."	 (JI-
0:25:00).	








the	 development	 of	 the	 festival	 within	 the	 city	 branding	 strategy,	 namely:	 the	 high	 presence	 of	
tourists	 thanks	 of	 the	 gastronomy,	 the	 interest	 of	 the	 city	 and	 international	 events	 like	 the	
European	Capital	of	Culture.	
(c) Music	industry	shift	
The	 shift	 of	 the	 habits	 of	 consume	 on	 the	 music	 listeners,	 event	 participants	 and	 in	 general,	 of	
culture	 has	 suffered	 a	 shift.	 Alfaya	 and	 Insausti	 commented	 on	 this	 fact	 as	 an	 influence	 of	 the	
promotion	of	music	and	the	reduction	of	the	well-known	artists	and	music	pieces.	
Alfaya	said	 that	 the	death	of	 the	music	 selling	 is	provoking	a	drop	 to	know	new	 interpreters	and	










better	 known	 and	more	 commercial	 works,	 because	 the	 specialization	 and	 all	 that	 you	 can	 live	 it	 in	 your	
house."	(JI-0:41:45)239.	
Consequently,	 the	 shift	 of	 the	music	 industry	 affected	 and	 affects	 the	 festival	 on	 two	main	ways	
from	the	perspective	of	 the	 interviewed.	On	one	side,	 the	difficulties	 to	 let	 the	public	know	more	
about	the	new	interpreters	and	performers.	On	the	other,	the	shift	is	causing	the	over	programme	
of	well-known	pieces.	Therefore,	 the	 festival	has	 to	adapt	 to	 these	circumstances	which	might	be	












I	 think	 that	 above	 all	 we	 have	 to	 have	 a	 more	 coordinated	 action,	 no	 longer	 asking	 the	 administration,	
because	they	can	put	money	in	today	and	not	tomorrow.	This	country	has	a	problem,	which	I	always	attribute	

























Consequently,	 the	 overall	 interpretation	 of	 the	 different	 topics	 should	 embrace	 the	 stated	























Summarily,	 the	 result	 of	 the	 overall	 interpretation	 of	 the	 categories	 and	 subcategories	 emerged	
from	 the	 codes	 and	 related	with	 the	 supercategories	 can	 be	 summarized	 in	 one	 table.	 The	 table	
shows	the	four	supercatergories	(Objectives,	Cultural	Impact,	Emotions	and	side	elements)	related	
with	the	correspondent	categories	and	subcategories	interpreted	previously.	This	table	not	pretend	
to	summarize	all	 the	codes	generated	or	appeared	 in	 the	 interviews,	 it	was	 the	result	of	different	
specific	interpretations.	Therefore,	this	table	has	to	be	considered	with	its	own	limitations	derived	
from	 a	 particular	 point	 of	 view	 and	 due	 to	 specific	 gathering	 methods	 within	 a	 framework	 of	































Similarly	 as	 in	 chapter	 6,	 the	 deductive	 content	 analysis	 was	 the	 process	 to	 analyse	 the	 data	
gathered	 through	 visual	 -digital	 ethnography	 applied	 in	 Quincena.	 The	 information	 of	 the	
ethnography	 resulted	 in	 a	 text	 completed	 with	 images	 from	 the	 participant	 observation	 of	 the	
researcher	and	a	selection	from	the	digital	social	networks.	




of	 these	methodologies.	 Finally,	 in	 chapter	 8,	 it	 is	 shown	 the	 relevant	 interpreted	 data	 from	 the	
ethnography	in	contrast	or	related	with	the	data	from	the	interviews.	
1.	 Description	of	the	themes	appeared	
As	 described	 in	Appendix	 4,	 11	 and	 12	 the	 first	 step	 of	 the	 contents	 analysis	 consisted	 in	 a	 first	
reading	 of	 each	 interview	 understanding	 the	 general	 perspective	 of	 the	 individual.	 The	 second	
reading	identified	the	main	topics	and	a	third	reading	highlighted	in	different	colours	the	original	
texts	in	relation	with	the	main	topics	identified.	These	were	the	codes	related	to	each	topic	and	for	
each	 interview.	 These	 codes	 were	 copied	 in	 a	 table	 with	 the	 direct	 topic.	 These	 topics	 were	
reviewed	 across	 the	 different	 cases	 and	 checked	 the	 relation	 between	 them,	 in	 some	 cases	were	
contrasted	and	 redefined.	The	 codes	were	 read	and	 re-read	 in	order	 to	define	 the	different	main	
categories	upon	these	codes.	After	that,	the	codes	were	clustered	and	unified	under	the	categories	
and	subcategories	which	are	going	to	be	presented	in	the	following	paragraphs.	
Summarily,	 the	 main	 subcategories	 and	 categories	 are	 presented	 in	 relation	 with	 the	 topics	
clustered	 from	 final	 document	presented	 in	 appendix	16.	 Some	of	 the	 titles	 of	 the	 categories	 are	













The	 researcher	 perceived	 different	 strategies	 to	 generate	 expectations	 in	 the	 citizens	 of	 San	











VEQ-6.1	 Este	 es	 el	 gran	 evento	 inaugural.	 Han	 salido	 varias	 noticias	 en	 twitter	 y	 en	 la	 prensa	 escrita.	 Ha	
arrasado	antes	de	una	semana	del	estreno	la	taquilla	
VEQ-10	 Habitualmente	 se	 programa	 siguiendo	 los	 grandes	 títulos.	 Por	 tanto,	 este	 título	 entra	 entre	 esta	
selección	 habitual	 de	 óperas.	 La	 función	 a	 la	 que	 asisto	 es	 la	 segunda,	 por	 tanto,	 supongo	 que	 se	
esperará	menos	gente.	












The	 constitution	 of	 the	 artistic	 programme	 developed	 several	 observations	 regarding	 the	











de	 la	zona	 (la	orquesta	es	 la	BOS).	En	definitiva,	es	una	combinación	muy	buena	y	 todo	dentro	del	
ámbito	nacional	












VEQ-9.6	 Con	 este	 concierto	 se	 repite	 la	 sensación	 de	 arraigo	 en	 la	 población	 vasca.	 Las	 cantantes	 son	
gipuzcoanas,	el	programa	tiene	que	ver	con	temáticas	cercanas	al	pueblo	vascso,	el	homenaje	a	Pepita	














VEQ-7.3	 En	 la	entrada	de	 la	 iglesia	me	encuentro	con	 la	responsable	de	comunicación	y	otros	ayudantes	de	



























han	aportado	una	perspectiva	 sobre	 la	música	 con	 instrumentos	 clásicos.	Lo	expreso	de	esta	manera	
















VEQ-10.6	 El	público	reacciona	entusiasmado	en	 las	arias	de	 los	solistas.	Hay	bravos	al	 final	y	algunas	personas	
terminan	de	pie,	











VEQ-8	 las	 expectativas	 que	 tengo	 sobre	 este	 concierto	 son	muy	 altas.	 Tengo	 ganas	 de	 ir	 a	 este	 concierto	 y	
considero	que	puede	ser	una	gran	oportunidad	para	aprender	de	una	experiencia	nueva,	es	el	primer	
concierto	de	órgano	al	que	asisto	
VEQ-11.8	 Tengo	 que	 reconocer	 que	 su	 opinión	 hace	 aumentar	 la	 admiración	 por	 el	 director,	 tanto	 por	 su	
interpretación	como	por	su	prestigio	dentro	de	las	personas	que	conocen	mejor	este	sector	musical.	
































































rezando	 con	 la	 música.	 Creo	 que	 también	 favorece	 la	 espiritualidad	 el	 lugar	 en	 el	 que	 se	 realiza	 el	
concierto.	 Es	 una	 capilla	 pequeñita,	 que	 habitualmente	 está	 cerrada	 al	 público,	 blanca	 por	 dentro	 y	
bastante	sobria	


















The	 atmosphere	 of	 the	 festival	 affected	 on	 the	 expectations	 and	 the	 mood	 of	 the	 researcher	 in	
several	 occasions.	 At	 the	 same	 time,	 the	 venue	was	 revealed	 as	 one	 of	 the	 essential	 elements	 to	










resta	a	 la	espera	hasta	que	el	móvil	deje	de	 sonar.	Esto	crea	un	ambiente	de	 tensión	bastante	 fuerte,	
muchas	 personas	 se	 quejan	 de	 forma	más	 o	menos	 indirecta	 y	 siento	 piedad	 por	 la	 persona	 que	 ha	
tenido	la	mala	suerte	de	que	le	sonara	el	teléfono	









se	 crea	 poco	 a	 poco	 un	 silencio	 natural	 que	 me	 sorprende.	 Es	 otra	 vez	 una	 constatación	 de	 la	
importancia	de	la	música	para	un	festival	de	este	tipo	
VEQ-2	 Así	 como	 en	 festivales	 de	 otro	 tipo	 se	 puede	 palpar	 el	 ambiente	 por	 el	 volumen	 de	 personas	 que	 se	






para	 ellos.	 Hay	 gente	 en	 las	 terrazas	 leyendo	 y	 aprovechando	 la	 ocasión	 para	 echar	 un	 vistazo,	 por	
momentos	se	queda	sólo	el	espacio	dedicado	a	las	butacas.	Habrá	unas	30	personas	de	oyentes.	
VEQ-5.17	 Pero,	mientras	voy	andando	a	la	biblioteca	me	encuentro	con	otro	evento	del	festival.	Es	el	concierto	de	


































VEQ-5.9	 	Entre	 el	 público	 hay	 amigos	 de	 los	 intérpretes	 y	 profesores.	 Lo	 sé	 por	 la	 interacción	 que	 hay	 y	
comentarios	que	se	oyen	























the	 city	 was	 packed	 with	 foreign	 tourists,	 with	 a	 huge	 set	 of	 activities	 programmed	 in	 all	 the	
summer	period	and	with	some	negative	effects	for	the	local	residents.	
Table	193.	Codes	on	"Tourism"	

























He	 comentado	 con	 alguna	 persona	 del	 público	 porque	 hay	 tanta	 expectación	 y	me	 comentan	 que	 la	
orquesta	 tiene	 mucho	 prestigio	 y	 además,	 el	 director	 es	 de	 mucha	 calidad.	 Estas	 pequeñas	
observaciones	me	diponen	de	otra	manera	para	el	transcurso	del	concierto.	
VEQ-5.18	
selección	 de	 piezas	 muy	 especiales	 que	 se	 recuperaron	 en	 tres	 pueblos	 vascos:	 Azkoitia,	 Oñati	 y	
Hondarribia.	Se	celebra	en	la	Iglesia	de	San	Vicente,	es	una	Iglesia	de	estilo	gótico	que	fue	reconstruida	




The	researcher	 felt	 the	 tension	when	going	back	 to	 the	normal	 life	after	 the	concert,	 as	well,	 this	
was	similarly	stated	by	one	of		the	attendants.	
Table	195	Codes	on	"Separation	of	ordinary	life"	









	El	 espectáculo	 empieza	 con	 el	 pie	 torcido.	 Hay	 30	minutos	 de	 retraso	 respecto	 la	 hora	 programada	













VEQ-6.9	 La	 verdad,	 me	 siento	 un	 privilegiado	 por	 poder	 disfrutar	 de	 este	 espectáculo	 y	 a	 la	 vez	 tener	 la	
oportunidad	de	analizarlo	en	profundidad	




























The	 participant	 observation	 let	 the	 researcher	 understand	 how	 the	 objectives	 of	 the	 organizers	
were	 materialized.	 Particularly,	 the	 researcher	 observed	 how	 the	 participants	 perceived	 the	
intentions	of	the	organizers,	how	they	generate	the	expectations	previously	of	the	festival,	how	the	






by	 Jose	 Luis	 Goenaga	 (VEQ	 3.5,	 Collage	 3) 240 ,	 furthermore,	 was	 also	 complemented	 with	
explanations	 of	 the	 author	 in	 Youtube	 and	 through	 the	 social	 media.	 In	 addition,	 the	 cycle	 of	
concerts	 "Opening	 days"	 was	 conceived	 as	 huge	 publicity	 day,	 they	 placed	 concerts	 in	 different	
squares	 of	 the	 city	 in	 order	 to	 let	 the	 audience	 access	 easily	 to	 free	 concerts(VEQ-5.10).	 This	
brought	 the	 sense	of	 all	 the	 city	being	 implicated	 in	 the	 festival	 and	became	more	visible	 for	 the	
citizen	and	the	tourist.	
Moreover,	 the	 organization	 was	 creating	 constantly	 new	 content	 during	 the	 festival	 in	 order	 to	
generate	 expectations	 through	 the	 digital	 social	 media.	 They	 took	 advantage	 through	 hallmark	
events	like	the	performance	of	"La	fura	dels	Baus"	or	via	well-known	artists	(Collage	8,	Collage	20,	
VEQ-6.1,	VEQ-10).	In	the	perspective	of	the	researcher,	the	objective	to	create	the	expectation	was	
accomplished	 and	 generated	 certain	 wonder	 on	 the	 quality	 of	 the	 soloists	 and	 artistic	 directors	
(VEQ-11.7).	
City	Pride	
The	 perception	 of	 the	 construction	 of	 the	 city	 pride	 was	 palpable	 in	 the	 commentaries	 of	 some	
members	of	the	audience	when	they	manifested	their	joy	and	pride	of	hosting	this	event	(VEQ-4.5).	
Programme	
The	 programme	 of	 the	 festival	 demonstrated	 several	 intentioned	 objectives.	 Firstly,	 the	 classical	
staging	of	the	opera	with	big	structures	and	classic	costumes(VEQ-10.4)	,	which	in	some	way	it	is	in	
																																								 																					




pieces	 of	 music	 which	 called	 for	 a	 generalist	 public	 (VEQ-11.2).	 Thirdly,	 the	 inclusion	 of	 local	
composers.	 In	 some	 cases,	 the	 interpreters	 were	 well-known	musicians(VEQ-8.3)	 and	 helped	 to	
spread	the	Basque	music	culture	 in	the	classical	audience	(VEQ-5.10),	 followed	by	the	 increase	of	




These	 previous	 observations	 and	 the	 general	 overview	 of	 the	 programme	 of	 the	 festival	 let	
understand	 	 that	 the	 programme	has	 a	 traditional	 view,	 except	 from	 the	 contemporaneous	 cycle	












recently	 analysed	 (BBK	 or	 Jazzaldia).	 In	 this	 festival,	 the	 promotion	 of	 the	 trademarks	 (Edp	Gas,	


















events	 where	 only	 due	 to	 his	 previous	 professional	 career	 related	 to	 education.	 However,	 the	
researcher	 experienced	 different	 characteristics	 related	 to	 the	 descriptors	 of	 the	 cultural	 impact	
specified	in	Colombo	(2016).		




experience	 not	 only	 emotionally	 but	 also	 intellectually.	 Therefore,	 this	 enrichment	 produced	 the	
widening	of	the	music	preferences	of	the	researcher	due	to	the	experience	of	the	festival	(VEQ-14.6,	
VEQ-17).	
The	 experience	 lived	 during	 the	 festival	 across	 the	 different	 concerts	 brought	 an	 opportunity	 to	
understand	emotions	and	recall	certain	memories	of	the	researcher.	So,	the	experience	triggered	a	
self-understanding.	 This	 was	 one	 principal	 conclusion	 after	 the	 participation	 on	 the	 festival,	 the	
opportunity	to	get	to	know	oneself		(VEQ-17.1).	
Therefore,	the	three	themes	described	before	might	be	interpreted	and	related	to	the	definition	of	
certain	 elements	 of	 the	 cultural	 impact	 on	 the	 construction	 of	 the	 cultural	 identity	 described	 in	
Colombo	 (2016),	 namely:	 the	 development	 of	 cultural	 hobbies	 or	 the	 opportunity	 to	 develop	











The	 researcher	 lived	 the	 emotions	 in	 different	 circumstances	 and	 intensities	 thanks	 of	 the	
experience	of	each	event.	The	 list	of	categories	pending	from	this	supercategory	were	the	elicited	
emotions	due	to	that	reality	and	considerable	to	evaluate.	
The	emotions,	understood	as	 the	affective	effect	of	 the	music	experience	 in	 the	 festival,	were	 the	
following:	expectations,	harmony,	 joy,	 fun,	goosegumps,	serenity,	 tension,	wonder,	 transcendence,	
enthusiasm,	 communion	 and	 satisfaction.	 They	 are,	 majorly,	 directly	 related	 to	 music	 though	 in	
some	cases	are	related	to	other	origins.	
Before	some	concerts,	 the	expectation	came	 to	 the	surface	 thanks	of	 the	publicity	 campaigns,	 the	
opinions	 of	 other	members	 of	 the	 audience	 or	 the	 prestigious	 name	 of	 the	 interpreter	 (VEQ-6.1,	
VEQ-6.3,	VEQ-8,	VEQ-11.8	and	VEQ-13.1).	The	researcher	felt	harmony	thanks	to	the	music	 in	the	
concert	 of	 Jordi	 Savall	 (VEQ-13.2).	 Whereas	 in	 the	 workshop	 for	 children	 the	 emotions	 where	
related	to	 fun	and	enjoyment	(VEQ-14.3	and	14.4).	Equally,	 the	opera	was	 fun	and	enjoying	since	
was	a	comic	opera	(VEQ-10.4	and	10.5).		
The	 intensity	 of	 the	 emotions	 caused	 by	 some	 interpretations	 elicited	 goose	 bumps	 in	 the	
researcher	during	the	interpretations,	which	magnified	the	experience(VEQ-13.3).	However,	in	the	
Renaissance	music,	 Gregorian	 and	 some	 classical	 concerts	 the	 emotion	were	 related	 to	 harmony	
(VEQ-11.9),	 transcendence	 (VEQ-5.23,	VEQ-5.27,	VEQ-7.5,	VEQ-7.6)	 and	 serenity	 (VEQ-5.28,	VEQ-
5.30).	
In	 contrast,	 tension	 was	 the	 most	 prominent	 emotion	 when	 the	 researcher	 participated	 to	 the	
contemporaneous	concert	of	Gerhard	Quartet	(VEQ-12.3).	But,	also	the	researcher	felt	wonder	due	
to	 the	 virtuous	 interpretation	 of	 the	 musicians	 not	 only	 in	 this	 event	 but	 also	 in	 almost	 every	
concert	 which	 he	 participated	 (VEQ-5.8,	 VEQ-8.6,	 VEQ-8.8,	 VEQ-13.5,	 VEQ-16.8).	 The	marvellous	










































The	next	 sections	exposes	 the	 interpretations	of	 the	 categories	under	 "Side	Elements"	 in	 relation	
with	the	codes	of	the	visual-digital	ethnography.	
Atmosphere	








the	 festival	 (VEQ-5.9	and	VEQ-5.17),	 though	 in	 some	cases	 this	disturbed	 the	development	of	 the	
concert	(VEQ-5.8)	because	of	the	people	talking	or	shouting.	
Another	important	factor	on	the	creation	of	the	atmosphere	was	the	attitude	of	the	near	audience	









After	several	concerts,	 the	researcher	 found	the	 interpreters	and	members	of	 the	audience	eating	






This	 theme	 referred	 to	 how	 the	 researcher	 capturated	 attitudes	 of	 the	 audience,	 behaviours,	
interaction	 between	 the	 attendees	 and	 several	 elements	 related	 to	 the	 general	 character	 of	 the	
audience.	
The	 researcher	 perceived	 a	 high-middle	 classed	 audience.	 This	was	 palpable	 because	 of	 how	 the	
attendants	were	dressed	with	costly	clothes	 (VEQ-6.4,	10.1),	 	 they	were	spending	with	expensive	
drinks	 during	 the	 pauses	 and	 dressed	 up	 (VEQ-11-6,	 16.2,	 16.6).	 Generally,	 the	 age	was	 over	 55	
years	old	apparently	(VEQ-15.2)	whereas	as	in	others	might	be	ten	years	under	(VEQ-6.3).	
In	 several	 concerts,	 members	 of	 the	 audience	 were	 friends	 from	 the	 interpreters.	 This	 was	
perceived	 because	 after	 the	 concert	 or	 the	 event	 were	 having	 drinks	 and	 eating	 out	 in	 the	
restaurants	 nearby	 (VEQ-7.8).	 Also,	 in	 some	 concerts	 from	 the	 cycle	 of	 young	 interpreters	 or	 in	
others	were	 present	 professors	 and	 the	 family	 of	 the	 interpreters	 (VEQ-5.9).	 The	mother	 tongue	
majorly	 spoken	 seemed	 to	 be	 Spanish	 and	 Euskera,	 in	 multiple	 occasions	 the	 members	 of	 the	
audience	spoke	it,	so	there	were,	majorly,	from	the	Basque	community	(VEQ-7.4,	9.1).	
Tourism	
The	 effect	 of	 tourism	were	 not	 very	 relevant	 on	 the	 composition	 of	 the	 audience	 of	 the	 festival.	










This	 sense	was,	 in	 that	 time,	 socially	 constructed	 since	 the	 researcher	has	not	 a	wide	experience	




The	 researcher	 experienced	 a	 separation	 of	 the	 ordinary	 life	 thanks	 of	 his	 participation	 in	 the	
concerts	(VEQ-5.24).	This	feeling	was	acknowledged	with	the	obligation	of	experience	the	concert	
without	social	networks	or	the	fact	to	concentrate	 in	the	music.	This	was	also	commented	by	one	
attendant	 to	 the	 researcher	 in	 the	 following	words:	 "Thanks	 to	 the	 concerts	 I	 can	breath	a	 little"	
(VEQ-11.5).	
Live	problems	
This	 category	 embraces	 the	 occasions	 were	 happened	 issues	 during	 the	 concert	 due	 to	 delays	




Thanks	of	the	participation	into	the	festival,	 the	researcher	experienced	several	 feelings,	 interests	
and	conflicts	with	the	attendants	or	with	the	music.		
The	first,	the	research	felt	the	existence	of	some	boundaries	between	him	and	the	audience.	In	some	
cases,	 because	 the	 explanations	 of	 the	 cultural	 impact	 or	 the	 aim	 of	 the	 analysis	 was	 not	
comprehended	or	truly	understood	at	 the	 first	 time	by	the	attendants(VEQ-5.20,	12.5).	Moreover,	
some	attendants	were	not	willing	to	collaborate	because	he	did	not	spoke	Basque(5.21),	whereas	
others	were	very	interested	in	the	research(VEQ-12.5).	
The	 researcher	 experienced	also	 the	 sense	of	 being	privileged	 to	 analyse	 the	 festival	with	 all	 the	
advantatges,	 but	 also	 to	 have	 the	 opportunity	 to	 learn	 from	 the	music	 and	 because	 some	 events	
were	only	with	invitation(VEQ-6.9,	9.4).	































































comodidad	 tener	un	 festival	 como	este	en	esta	ciudad.	Creo	que	 le	debo	sacar	 todo	el	 jugo	a	esta	
oportunidad	que	me	ofrece	mi	ciudad.	Por	supuesto,	también	voy	por	el	placer	de	escuchar	música	
y	experimentar	con	la	música	que	ofrece.	También	participo	como	coralista	y	por	tanto	veo	también	








Depende	de	 lo	que	vayas	 a	buscar.	 Por	 ejemplo	 en	 la	Quincena	voy	a	buscar	 culturizarme,	busco	
enriquecerme	con	la	música,	con	las	emociones	que	me	hace	sentir	y	me	centro	más	en	la	música.	
En	cambio	cuando	voy	al	BBK	voy	más	por	la	experiencia	social,	voy	más	para	pasármelo	bien	con	







música	 sinfónica.	Me	 gustaría	 poder	 escucharla	 y	 no	 aburrirme,	 la	 Quincena	 es	 una	 oportunidad	








a	mi	 lado.	Al	 final	se	desperto	conlos	aplausos	y	el	solista	 iba	hacer	un	bis	con	una	adaptación	de	




Sí,	 creo	 que	 sí.	 Favorece	mucho,	me	 enriquece	mucho.	 Es	 una	 oportunidad	 para	 ver	 intérpretes,	
escuchar	y	disfrutar	en	directo	de	propuestas	musicales	que	habitualmente	no	puedes	ver.	
16:01	¿Crees	que	el	festival	que	has	ido	es	un	festival	con	mucha	variedad	musical	





Sí,	muchas	veces.	después	me	digo...esto	estará	dentro	de	 la	 lista	de	 los	habituales..	y	de	hecho	 	si	
hago	un	repaso	mental	de	 todas	aquellas	 canciones	que	 tengo	en	mi	 lista	de	 favoritos,	 se	 cumple	
bastante	 que	 todas	me	han	 vinculado	 a	 una	 emoción	 especial,	 a	 un	momento	 que	 no	 esperaba	 o	
incluso	que	me	han	ayudado	a	descubrir	una	emoción	que	no	conocía,	o	cosas	que	desconocía	de	mi	
mismo.	












Pues	 tiene	 efectos	 en	 muchos	 niveles	 culturales,	 me	 parece	 a	 mi...	 Primero	 diría,	 el	 crecimiento	
interior	como	persona	y	ser	cultural,	después	el	sentirme	en	un	grupo,	ver	a	los	conocidos	que	les	
apasiona	la	música,	quedar	con	los	amigos...digamos	el	aspecto	social.	Después,	por	supuesto,	lo	que	
te	 he	 dicho	 antes...ver	 cultura	 de	 calidad.	 Como	 te	 he	 dicho,	 muchas	 veces	 veo	 que	 tengo	 que	
aprovechar	esta	oportunidad	que	me	ofrece	la	ciudad,	yo	soy	una	persona	que	está	muy	ocupada	y	
no	puedo	permitirme	 ir	a	Paris	o	Alemania	a	ver	una	 festival	de	no	se	qué.	Por	 tanto,	creo	que	 la	







muchas	 ocasiones	 durante	 el	 concierto	 y	 saber	 qué	 pasa	 en	 mi	 interior.	 Por	 tanto,	 creo	 que	 en	
primer	lugar	me	ayuda	a	desarrollarme	como	persona,	como	hombre	cultural.	
Después	 te	 diría	 por	 ir	 enriqueciéndome	en	 las	distintas	propuestas	musicales	 que	hacen.	 Puedo	
participar	 en	 muchos	 ciclos	 distintos	 dentro	 de	 la	 Quincena	 y	 puedo	 escuchar	 infinidad	 de	
interpretaciones	que	me	transportan	y	a	la	vez	que	me	aportan	nuevas	maneras	de	vivirlo.	










Quiero	 pensar	 que	 sí.	 Buscarán	 el	 equilibrio,	 pero	 creo	 que	 buscan	 mucho	 cumplir	 con	 lo	 que	








que	 va	 a	 la	 Quincena	 suelen	 ser	 muy	 conservadores	 y	 no	 creo	 que	 irían	 si	 no	 les	 aseguras	 un	
mínimo	de	calidad.	






Definitivamente,	 la	música	 ha	 hecho	 aflorar	 aquellas	 emociones	 y	 las	 ha	 intensificado.	He	 tenido	
muchos	momentos	distintos	 en	 los	que	me	he	 sentido	marcado	por	 la	música,	por	 la	 experiencia	
musical	 del	momento.	Me	he	 dejado	 llevar	 y	 en	muchas	 ocasiones	 ha	 sido	 espeluznante.	Muchos	
momentos	de	piel	de	gallina.	


























































Rachmaninov"	 y	 el	 señor	 de	 al	 lado	 que	 se	 había	 pasado	 como	media	 hora	 dormido,	 de	 repente	
dijo..."ah,	esta	es	maravillosa".	Pues	esas	cosas	me	sacan	muy	de	quicio,	no	puede	ser	que	ese	señor	
ni	 que	 lo	hubiera	 entendido	bien	a	nivel	musical,	 ni	 que	 realmente	 supiera	que	obra	 era,	 eso	me	
saca	 realmente	de	mis	casillas.	Más	allá	de	eso,	 si	que	a	nivel	de	oferta	me	gusta	 lo	que	ofrece	 la	
Quincena,	 aunque	 soy	 consciente	 que	 podría	 optar	 por	 opciones	mercantilmente	 no	 tan	 seguras.	
Podría	tirar,	no	sé	si	hacer	un	ciclo	secundario	de	artistas	jóvenes	o	algo,	incentivar...lo	digo	por	la	
parte	 personal	 porque	 en	 el	 día	 de	 mañana	 podremos	 estar	 allí.	 Entonces,	 pero,	 a	 nivel	 de	
diversidad	musical,	apenas	se	oye.	Es	cómo	el	jazz,	eso	es	Heineken	y	del	jazzaldi	y	nos	olvidamos,	
pero	 sí	 que	 hay	mucha	música	 que	 es	 hija	 de	 la	música	 clásica	 y	 es	 una	 cosa	 intermedia.	 No	 sé	










40:51	 ¿Crees	 que	 lo	 que	 sientes	 y	 escuchas	 en	 el	 festival	 después	 te	 hace	 cambiar	 tu	 consumo	
cultural?	







festival	 como	 genérico...supongo	 que	 será	 una	 persona	 con	 un	 cierto	 interés	 musical	 por	 un	
determinado	 grupo,	 por	 una	 determinada	 orquesta	 o	 una	 determinada	 obra	 y	 querer	 tener	 la	
oportunidad	de	vivir	en	persona	algo	que	probablemente	ya	haya	experimentado	en	la	soledad	de	
su	casa.	Y	que	quizás	pretende	encontrar	un	contexto	de	gente	afín,	gente	que	comparta	esa	pasión	


























tema	 clásico	 es	 porque	 es	 algo	 que	 me	 gusta	 desde	 pequeña,	 que	 he	 recibido	 desde	 siempre	 y	
además,	como	soy	miembro	del	Orfeón	Donostiarra,	pues	suelo	participar	en	ellos.	
4:22	¿Cuáles	son	los	mejores	festivales	a	los	que	has	asistido	y	por	qué?	

















Sí,	 claro.	 Yo,	 bueno	me	 dedico	 al	 tema	 de	 la	 cultura	 como	 periodista	 y	 es,	 siempre,	 algo	 que	me	
interesa.	 Siempre	he	 considerado	que	 todo	 lo	que	pueda	oir,	 escuchar	o	 recibir	 como	cultura	me	
enriquece.	
8:20	¿Crees	que	yendo	a	la	Quincena	tiene	variedad	musical?	












En	mi	 caso,	 yo	 la	Quincena	Musical	 siempre	 la	he	 referido	 como	una	 referencia	 cultural	 tanto	de	
Donostia	como	de	mi	entorno,	 siempre	cuando	era	más	pequeña	nos	ha	gustado	 ir	en	grupo,	 con	











Bueno,	 la	 Flauta	Mágica	 porque	 es	 algo	 que	 para	 una	 persona	 que	 nunca	 ha	 visto	 ópera	 es	 algo	
impactante,	y	para	alguién	que	no	ha	visto	la	ópera	es	impactante,	el	aria	de,	la	Reina	de	la	noche,	






















Poder	seguir	disfrutar	durante	muchos	años	de	 la	 temporada	que	ofrece	 la	Quincena,	 tanto	como	
cantante	como	para	disfrutarlo.	Espero	que	dure	muchos	años.	
18:55¿Crees	que	gracias	a	la	Quincena	tienes	mayor	sensibilidad	para	la	música?	


















































Empezar	 a	 ir	 a	 la	 Quincena,	 seguramente	 fue	 porque	 mis	 padres	 me	 llevaron	 a	 algún	 concierto	
cuando	era	pequeña,	estudiaba	música.	Pues	si	te	gusta	la	música	clásica,	vas	a	ver	un	concierto	en	


























he	bajado.	Yo	 recuerdo	que	 la	 emoción	de	 la	música	 en	vivo	 lo	que	 a	mi	me	 lleva	 cantar	 en	otro	
próximo	concierto.	No	 trabajamos	para	ensayar,	 trabajamos	para	mostrar	eso.	EL	directo	 te	da	 la	
adrenalina.	
10:42	A	ti	de	alguna	manera	te	marco	tu	identidad,	yo	quiero	ser	asi..	
Lo	que	pasa	 es	 que	 las	 circunstancias	 te	 llevan	un	poco...como	es	 el	 coro	 lo	 que	 te	 gusta,	 y	 lo	 de	
solista	es	un	poco	un	hobby,	pues	bueno,...	dices	que	tienes	que	estudiar	una	cosa	más	seria.	Parece	






















todo,	más	 pendiente	 de	 los	 detalles,	 es	 una	 escucha	más	 activa.	 En	 comparación	 con	 escuchar	 la	
sinfonía	 40	 de	 Mozart	 que	 la	 escucho	 activamente	 pero	 como	 ya	 la	 vas	 conociendo,	 y	 la	 vas	
escuchando,	ya	conoces,	 tu	mente	va	procesando	algo	que	ya	conoces,	pero	piensas	a	ver	cómo	le	
suena	el	sólo	de	clarinete.	Sin	embargo,	cuando	es	algo	nuevo,	estoy	mucho	más	pendiente	a	todo.	
15:14	 Es	 más	 analítico	 no	 es	 tan	 emotivo.	 Y	 por	 otro	 lado,	 has	 tenido	 un	momento	 emotivo	 de	










que	 intérpretes	 de	 primer	 nivel,	 o	 estrangeros,	 u	 orquestas.	 Sí,	 en	 ese	 sentido,	 mira,	 vienen	 a	
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Donosti,	 o	 vienen	 a	 Gipuzkoa	 músicos	 de	 primer	 nivel	 y	 yo	 puedo	 verles.	 Más	 pensando	 en	 la	
calidad	de	esos	grupos.	




compositor	 local	 (que	 a	 veces	 coincide).	 Imagina	 un	 estreno	 de	 alguien	 del	 País	 Vasco,	 no	
sé...seguramente	que	hay	una	voluntad	de	presentar	unos	proyectos	rompedores,	por	cambiar,	por	
ponerlo	en	la	sociedad	del	s.XXI,	por	no	hacer	un	mismo	ciclo	que	en	el	siglo	XX.	Pero	teniendo	en	










tal,	 voy	 al	 concierto	 del	 coro	 tal.	 Pues	 les	 parecerá	 seguridad,	 pero	 bueno	 de	 cara	 las	 personas	




22:08	Bueno,	 sí,	 es	 verdad	que	 ellos	 tienen	 la	 capacidad	de	 traer	 las	 orquestas	de	Hamburgo,	 de	













Me	 están	 viniendo	 muchísimos	 momentos	 en	 el	 escenario,	 pero,	 bueno	 sí,	 mira...recuerdo,	 que	
estaba	de	público	pero	estaba	yo	sola	en	el	Kursaal,	estaba	trabajando	en	la	Quincena	y	la	orquesta	
estaba	ensayando.	No	me	acuerdo	del	nombre	de	 la	orquesta,	una	orquestaza	enorme.	Pero	como	






Sí,	 la	 conocía.	Tampoco	 te	 voy	 a	decir	que	 la	 escuchaba	 todas	 las	 veces,	 pero	 la	 conocía.	 Pero,	 sí,	
recuerdo	ese	momento.	La	verdad	es	que	no	es	un	concierto	al	uso.	Es	una	experiencia	de	público.	
25:18	¿Cómo	describirías	las	emociones	que	vives	en	ese	momento	o	en	un	festival	que	vas?		
Depende,	 si	 la	 emoción	 te	 produce	 tristeza,	 podría	 ser...en	 este	 caso,	 fue	 algo	 como	 euforia,	





























Sí,	 claro.	Creo	que	nosotros	estamos,	 trabajamos	 la	música	occidental	y	yo	me	siento	 identificado	
con	la	música,	con	esas	harmonías.	Es	parte	de	una	cultura.	
30:23	¿Crees,	que	de	alguna	manera,	todas	las	emociones	están	construidas	culturalmente?	
No	 creo,	 porque	 he	 escuchado	música	 de	 otro	 tipo	 de	 culturas,	 y	 si	 que	 te	 puede	 emocionar	 por	




que	 la	 emoción	 sea	 sólo	 porque	 escucho	 Mozart	 y	 me	 parece,	 que	 es	 super	 bonito.	 Mozart	 va	
conmigo	porque	me	he	formado	con	esa	armonia,	y	forma	parte	de	nosotros,	y	nuestra	cultura.	Pero	
no	 es	 sólo	 eso.	 Habrá	 unas	 cosas	 con	 las	 que	 me	 siento	 más	 identificada	 que	 con	 otras,	 eso	 es	
verdad,...	
31:47	¿Cómo	definirías	a	una	persona	que	va	a	festivales	como	la	Quincena?	
Bueno,	 pues	 tiene	 que	 tener,	 entre	 sus	 prioridades,	 la	 cultura	 porque	 tiene	 que	 hacer	 unos	
esfuerzos	para	pagar	la	entrada.	Tiene	que	ser	una	persona	que	valora	la	cultura.	Estoy	pensando	
ahora	mismo	en	cualquier	festival.	Parte	de	sus	ahorros,	esas	personas,	y	lo	tiene	que	dedicar	a	eso.	




























que	 toca	 algún	 conocido	 paso	 a	 ver	 un	 concierto	 y	 luego	 lo	 saludo.	 Yo	 es	 que	 toqué	 en	 la	
JONDE(Joven	 Orquesta	 Nacional)	 y	 tengo	 muchos	 conocidos	 en	 todas	 las	 partes.	 Siempre	 o	 casi	
siempre	tengo	algún	conocido.	

































































15:52	 Podríamos	 explicarlo	 como	 en	 tres	 niveles,	 por	 un	 lado	 las	 aficiones,	 más	 unido	 a	 la	
































no	 me	 parece	 tan	 tostón.	 Y	 con	 otras	 obras	 que	 he	 tenido	 así	 sensaciones	 guays	 es	 que	 ya	 las	
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24:15	 Comparado	 con	 otras	 emociones	 en	 tu	 vida.	 ¿En	 qué	 orden	 pondrías,	 entre	 el	 1	 el	 10,	 las	
emociones	que	sientes	en	un	festival?	
Yo	le	daría	un	aprobadillo,	es	un	concierto...yo	soy	padre,	eso	te	sube	mucho	el	listón.	
24:56	 Emociones	 negativas	 relacionadas	 con	 la	 música,	 puede	 ser	 con	 el	 intérprete	 con	 el	
director...y	después	emociones	negativas	que	no	tengan	tanto	que	ver	con	la	música	y	a	lo	mejor	con	
otros	factores	colindantes	del	festival	









Recomendaría	conciertos,	 conciertos.	 Ir	a	algunos	conciertos,	a	otros	 les	diría	que	ni	de	coña	que	
menudo	truño	de	obra.	El	hecho	de	ir	por	ir,	no.	

















































No,	 no,	 no.	 No	 se	 como	 cuadrar	 con	 tus	 preguntas,	 pero	 yo	 tengo	 bastante	 claro	 que	 voy	 a	 la	
Quincena,	como	soporte	de	que	se	organicen	este	tipo	de	festivales	en	San	Sebastián,	diría	más	que	
por	mi	en	sí.	Es	también	por	el	hecho	de	que	se	haga	este	festival	y	que	exista	y	como	soporte,	apoyo	













06:42	 ¿Qué	 efectos	 culturales,	 es	 decir,	 en	 tu	 identidad	 cultural	 o	 el	 hecho	 de	 que	 afecte	 en	 tus	
















9:16	 Y	 antes?	Antes	me	 has	 dicho,	 por	 ejemplo	 hace	 10	 años.	 En	 la	Quincena	 o	 en	 algún	 festival	
parecido?	
No,	es	que	no,	diría	que	no.	No	se	porque,	pero	veo	más	los	festivales	como	que	no	hay	novedades.	
Son	 cosas	 que	 se	 organizan	 con	 mucha	 antelación,	 que	 hay	 que	 programar,	 no	 hay	 sorpresas,	
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realmente.	 Yo	 diría	 que,	 hay	mucho	más	 novedades	 en	 las	 temporadas	 regulares	 de	 los	 grandes	
teatros	de	Paris,	de	Madrid	que	en	 los	 festivales.	Por	ejemplo,	 en	el	 teatro	de	 les	Champs	Elisius,	
tenemos	una	programación	que	es	bastante	 flexible.	Tienen	un	programa	al	 año	y	pueden	añadir	
conciertos	con	4	o	5	meses	de	antelación	y	realmente	es	donde	descubrimos	cosas	nuevas	o,	bueno,	
también	 no	 se	 porque	 Bastille	 o	 Paris	 hay	muchas	 más	 novedades	 que	 lo	 que	 encuentro	 en	 los	















importantísimo	 a	 nivel	musical	 para	 salir	 bien.	 Realmente	 de	 coro,	 lo	 que	 a	mi	me	 destaca	 de	 la	
Quincena	Musical.	Los	tres	coros	que	participan.	Un	año	un	es	mejor	que	otro,	no	voy	a	decir	uno	
más	que	otro.	Realmente,	el	programa	que	se	añade	un	coro	siempre	ha	sido	muy	bueno.	







































defendiendo.	 Si	 alguien	 dice	 algo	mal	 del	 concierto,	 estoy	 siempre	 intentando	 de	 sacar	 lo	 bueno.	
Creo	que	siempre	hay	algo	bueno.		
26:23	¿Tiene	que	ver	eso	con	el	hecho	de	ser	músico?	
Igual	 sí.	 No	 sé	 si	 es	 eso.	 Porque	 pienso	 que	 siempre	 hay	 cosas	 muy	 buenas,	 o	 la	 partitura	 o	 la	
interpretación.	 Lo	 que	 más	 me	 molesta	 es	 el	 público	 cuando	 se	 rie,	 cuando	 hay	 aplausos	 entre	


























Me	 gustaría	 añadir,	 por	 ejemplo,	 me	 gustaría	 ir	 Bayreuth	 pero	 al	 mismo	 tiempo	 no	 puedo,	 por	
educación	musical.	Yo	tenía	una	profesora	de	análisis	musical	que	nos	dijo	que	nunca	debíamos	ir	a	























































Creo	que	 la	más	 intensa	 fue	en	Venecia.	Un	cuarteto	de	 cuerda	 tocando	música	barroca	y	 con	un	
pintor	que	tenía	al	 lado	que	estaba	como	queriendo	captar	el	momento	y	pintando	en	una	lámina	




Sí,	 un	 pianista	 que	 interpretó	 una	 obra	 de	 piano	 complejísima,	 que	 tiene	 un	momento	 en	 que	 te	
pierdes	y	después	vuelves,	ui	tengo	la	cabeza	horrible.	Es	de	la	época	de	principio	de	siglo.	Es	vasco-
francés,	es	Ravel.	





música	 antigua,	 ahí	 en	 el	 convento	de	 Santa	Teresa.	 Bueno,	 ese	 tipo	de	 grupos...tocaron	 y	 fue	 un	





con	 el	 Orfeón	 Donostiarra,	 un	 concierto	 del	 Padrenuestro	 del	 Padre	 Donostia,	 con	 un	 niño	 de	
solista,	jovencito,	que	cantó	una	primera	parte	que	fue	espectacular.	Esa	canción	conecta	mucho	con	

















un	 coro	 como	 el	 que	 tenemos,	 y	 nosotros	 lo	 tenemos	 en	 la	 ciudad,	 no?	 Pues	 sí,	 te	 genera	 y	 está	
ligado	al	orgullo	de	que	soy	donostiarra.	
19:08	 Pues	 la	 Quincena	 te	 hace	 dar	 cuenta,	 porque	 a	 lo	mejor	 si	 no	 estuviera	 la	 Quincena	 no	 te	
darías	 cuenta	 del	 nivel	 que	 tiene.	 Pero	 de	 esa	 manera	 lo	 valoras	 más,	 no	 tanto	 por	 un	 orgullo	
injustificado,	 sino	 al	 revés	 porque	 lo	 estás	 poniendo	 en	 contexto.	 Lo	 integras,	 qué	 importante	 es	
tenerlo	 accesible,	 verlo	 como	 	 algo	 propio	 y	 a	 la	 vez	 verlo	 	 como,	 ¿en	 cuántos	 sitios	 se	 podrán	
plantear	esto	mismo?	Es	un	orgullo	como	más	objetivo.	
Y	no	sé		si	le	veo	algo	negativo,	me	has	comentado	que	las	dimensiones	pueden	ser	negativas.		



















das	cuenta	que	no	es	porque	se	trabaje	ese	concepto	 identitario,	sino	 lo	contrario,	al	 integrartelo,	
eso	me	a	lo	mejor	la	música	no	es	tan	maravillosa	pero	me	está	recogiendo	parte	en	este	momento,	





eso,	 igual	 no	 lo	 consigue	 en	 todas	 las	 Quincenas,	 pero	 yo	 creo	 que	 sí	 lo	 intenta.	 Ese	 punto	 de	
equilibrio,	te	voy	a	ofrecer	cosas	que	te	abran,	te	voy	a	ofrecer	más	información,	y	de	tal	manera	que	
todo	se	integre	y	que	además	te	toque	la	puntita	vena	sensible	de	lo	tuyo	propia.	Entre	otras	cosas	











28:40	 ¿Crees	que	dentro	de	 los	objetivos	de	 la	Quincena,	 a	parte	de	estos	 intangibles	que	hemos	
hablado,	cuáles	más	crees	que	persiguen?	
Creo	 que	 hay	 un	 intentode	mantener	 un	 atractivo	 turístico	 y	 cultural	 de	 la	 propia	 ciudad.	 Tu	 ya	
sabes	 que	 surge	 así,	 tu	 ya	 sabes	 que	 la	 Quincena	 Musical	 surge	 de	 un	 especie	 de	 invento	 para	
prolongar	 el	 verano	 para	 que	 la	 gente	 se	 quedara	 un	mes,	 y	 el	 festival	 de	 cine	 para	 que	 aún	 se	
alargara	más,	así	el	verano	se	alarga	tres	meses	y	medio,	sin	aburrirte.	Eso	en	parte	está	allí.	
Sí,	posicionar	 la	ciudad	como	un	sitio	de	prestigio.	Creo	que	esa	parte	de	 la	ciudad,	ponerla	en	el	
mapa,	 atraer	 un	 turismo.	 No	 sólo	 no	 a	 nivel	 turístic,sino	 también	 posicionamiento	 cultural	 de	 la	
propia	ciudad.		
A	veces	igual	no	atraes	mucho	turismo	con	ello,	luego	la	capitalidad	que	consigue	san	sebastian,	en		
parte	 ha	 sido	 por	 estas	 cosas.	 Y	 seguro	 que	 en	 las	 reuniones	 entre	 los	 ayuntamientos,...sale	 este	
tema.	
30:27.	 Igual	 para	 la	 gente	 que	 asiste	 es	 un	 foro	 interesante	 en	 el	 que	 estar.	 Ves	 a	 gente,	 puedes	
hablar	de	música	que	igual	no	es	muy	habitual.	









que	 es	 un	 poco	 por	 tradición.	 	 Hay	 gente	 que	 supongo	 que	 agota	 el	 cupo	musical	 después	 de	 la	
Quincena	y	después	ya	no	miran	más.	Puede	ser.	Cuando	te	sales	del	circuito	de	la	Quincena,	ves	a	
gente	que	normalmente	no	ves	en	la	Quincena	y	a	la	vez	hay	habituales	que	sí	que	los	ves.	






que	 como	 emocionante,	 me	 pareció	 muy	 emocionante.	 Aunque	 es	 verdad	 que	 el	 espectáculo	 ni	
musicalmente,	 ni	 por	 el	 baile...he	 visto	 cosas	 mil	 veces	 mejorees	 que	 todo	 eso,	 no	 había	 nada	
extraordinario.	Pero	me	quedo	con	eso.	
Deja	que	mire	[se	pone	a	mirar	el	programa	con	el	móvil].	
[36:54]Fuimos	 a	 la	 Creación,	 fue	 espectacular.	 Al	 final	 nos	 quedamos	 que	 hacerles	 hacer	 tantos	
malavares,	hombre	es	espectacular,	pero	crees	que	hace	falta	eso?	Luego	había	una	mezcla	entre	los	











punta.	 Nos	 tuvo	 todo	 el	 concierto	 viviendo.	 Era	 como	 repasar	 la	 vida	 de	 Schubert	 con	 la	




Pues	 fíjate	 que	 la	 Quincena	 de	 este	 año,	 pues	 Mahler.	 Es	 verdad	 que	 hubo	 dos	 días	 que	 fueron	
espectaculares	 con	 la	Misa	de	muertos	de	Berlioz	 y	 la	Consagración	de	 la	Primavera.	 Fueron	dos	






Tener	nostalgia	de	 algo	 es	bueno,	porque	 tuviste	 algo	bueno	que	 lo	 echaste	de	menos,	 bueno.	Es	
importante	saber	que	las	cosas	buenas	son	efímeras,	y	que	no	estarán.	A	mi,	creo,	que	la	música	no	












45:56	 Luego	 a	 mi	 me	 gusta	 mucho	 porque	 me	 permite	 aprender	 mucho	 de	 Daniel(su	 pareja),	
porque	le	pregunto	y	porque	hablamos.	Y	esta	obra	que	vamos	a	ver	cómo	la	ves	tu,	desde	el	punto	
de	vista	del	músico,	porque	la	oímos	previamente,	porque	luego	así	igual	podemos	hablar	mejor	de	





que	 la	 escuchamos?	Es	 como	abrir	un	espacio	y	hablar	de	 cosas	diferentes.	Además,	 la	música	 te	
pone	en	contacto	con	cosas	diferentes	y	es	el	día	en	sí	mismo,	que	dices	hoy	hay	que	sacar	hueco	
para	estar	tranquilos,	bueno,	luego	allí	te	encuentras	con	gente	que	hace	mucho	que	no	ves,	te	vas	









Sebastián	 después	 de	 haber	 vivido	 la	Quincena,	 fíjate.	 Yo	 he	 nacido	 en	 la	 calle	 31	 de	 agosto,	 soy	














me	pareció	de	 otra	 galaxia.	No	 es	 que	no	 lo	 aprecie,	 pero	no	 es	del	 nivel	 de	nada,	 ni	 artístico,	 ni	
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intelectual,	 ni	 de	 emoción.	 Yo	 creo	 que	 hay	 gente	 	 que	 tiene	 un	 nivel	 de	 resistencia	 a	 la	música	
clásica,	que	es	elitista..	yo	no	la	entiendo,	es	como	un	prejuicio	




Luego	 cuando	 la	 oyes	 tocar	 en	 directo,	 con	 esas	 orquestas	 que	 son	 espectaculares,	 que	 están	 en	










como	 una	 vivencia	 muy	 individual.	 Pero	 sin	 embargo	 si	 me	 dices	 qué	 es	 lo	 que	 me	 afecta,	
probablemente	 lo	 siento	 como	más	 colectivo	 o	más	 social	 y	 como	 desde	 un	 punto	 de	 vista	más	
político.	Es	verdad	que	simplemente	la	palabra	ya	me	lleva	a	dos	sitios	muy	diferentes.	Una	cosa	es	
como	me	posiciono	yo	frente	a	la	música,	el	momento.	Mientras	que	lo	otro	me	lleva	a	pensar	más	






gente	 que	 si	 puedes	 decir	 que	me	 gusta	 la	música,	muy	 involucrada	 en	 la	 ciudad,	 que	 si	 aprecia	























A	 Quincena.	 Y	 normalmente	 cuando	 viajo.	 Ahora	 voy	 a	 ir	 a	 Sevilla	 y	 voy	 a	 ir	 a	 un	 festival	 de	





Disfrutar.	 Ese	 difrute	 puede	 ser	 a	 veces	 que	me	 salte	 una	 lágrima	 porque	 estoy	 en	 un	momento	
triste,	puede	ser	alegre,	puede	ser	romántico.	Depende	de	como	me	encuentre	yo,	me	varía	mucho	









Igual	 ellos	 piensan	 que	 no	 es	 para	 que	 les	 vean,	 yo	 creo	 que	 es	 ,	 y	 ahí	 me	 incluiría	 yo...que	 ya	
tenemos	Quincena.	Cuando	llega	el	momento	yo	ya	empiezo	a	mirar,	pero	no	es	para	que	me	vean	ni	
muchísimo	 menos,	 pero	 es	 ya...como	 toca	 Quincena,	 pues	 lo	 miro.	 A	 ver,	 también	 voy	 a	 los	
conciertos	fuera	de	la	Quincena.	Es	como,	yo	creo	que	hay	mucha	gente	de	aquí	que	la	Quincena	es	
algo	 como	metido	 como	en	nuestra	organización	del	 verano.	A	mi	me	pasa	 con	 la	Quincena	pero	
también	me	pasa	con	el	Jazzaldi,	más	con	Quincena.	
7:42	O	sea	es	 como	que	en	el	 Jazzaldia	 todos	 sabemos	de	 Jazz	y	en	 la	Quincena	 todos	 sabems	de	
clásica,	no?	

























10:18.	No,	 en	 como,	 como	decirlo,	 	prefiero	no	darte	 las	definiciones	de	 los	efectos	 tal	 y	 como	se	
definen	en	la	literatura,	para	no	determinarte.	Sólo	en	la	faceta	cultural	
En	la	faceta	de	la	música?	
10:45	 Bueno	 claro,	 la	 Quincena	 puede	 ser	 música,	 puede	 ser	 danza,	 identidad	 vasca,	 identitat	
alemana,	española	
De	 identitades	 nacionales	 nada,	 pero	 la	 danza	 me	 gusta	 mucho.	 Me	 ha	 aportado,	 en	 general,	
conocimiento.	Pues	como	otras	actividades	culturales,	así	como	el	cine,	sí	que	yo	creo	que...	
11:20	Te	amplia	el	conocimiento...	






12:28	 (la	 entrevistada	 se	 da	 cuenta	 que	 el	 entrevistador	 está	 acatarrado	 y	 le	 prepara	 un	 té	 y	 se	
preocupa	por	la	salud.	La	conversación	versa	sobre	el	piso,	el	catarro	y	como	se	vive	en	el	barrio)	
18:10	 Yo	me	 baso	 en	 un	modelo	 de	 impactos,	 un	 poco	 teórico	 que	 te	 intentaré	 explicar	 y	 tu	me	




















que	 hay	 un	 criterio	más	 conservador.	 Claro	 que	 con	 lo	 que	 han	 bajado	 las	 ayudas,	 que	 esto	 nos	


















26:22	 O	 sea	 tienes	 emociones	 positivas	 y	 tienes	 emociones	 negativas.	 De	 las	 positivas	 dirías:	
alegría...	
Sí,	 alegría	 y	 a	 veces,	 también	 pena.	 A	 veces	 cuando	 estoy	 viendo	 Mahler	 pues	 igual	 me	 siento	
tristíssima,	pero	bueno,	ese	gusto	masoquista	igual	de...no	siempre	es	alegría,	ni	mucho	menos.	No	
salgo	nunca	enfadada,	aunque	parezca...	
Mira	ahora	me	acuerdo	de	un	 impacto	pero	que	no	 fue	muy	positivo.	La	 fura	dels	Baus	haciendo	
Carmina	 Burana.	 A	 la	 gente	 le	 chifló,	 le	 encantó...Mira	 yo	 no	 soy	mucho	 de	 ir	 a	 conciertos,	 pero	
Carmina	Burana	mueve	masas.	 Antes	 	 salieron	 encantados,	 pero	 a	mi	 no	me	 gustó	 nada,	 porque	
además	me	parecía	que	con	el	espectáculo	iba	totalmente	en	detrimento	de	la	música,	porque	se	les	
oía	 fatal.	 A	 ver,	 no	 tengo	 un	 oído	 especial,	 pero	me	 parecía	 que	 la	música	 no	 sonaba	 bien.	 Pero	
bueno,	todo	el	mundo	estaba	encantado	con	el	espectáculo.	Entonces,	me	acuerdo	de	ese	día,	cómo	


















que	me	 saco	 siempre	 es	 de	 Santa	 Teresa,	 justo	 no	 he	 pensado	 en	 Santa	 Teresa.	 Recuerdo	 algún	
concierto	de	Jordi	Savall,,	maravilloso...	Pues	lo	que	hablamos	de	cohesión	social	y	estos	rollos,	pues	













Nada,	 no	 me	 genera	 nada	 especial.	 Por	 lo	 que	 sea	 también	 me	 gusta	 mucho	 viajar,	 y	 siendo	
enfermera	 que	 siempre	 he	 podido	 elegir	 las	 fechas	 nunca	 me	 he	 querido	 ir	 en	 las	 fechas	 de	 la	
Quincena.	Si	tuviera	algo	que	hacer	no	lo	dejaría	de	hacer	porque	es	Quincena.	
33:42	Claro	me	has	dicho	que	es	un	festival	tradicional,	y	por	tanto,	interpreto	que	cuando	ya	hay	
una	 programación	 bastante	 conservadora,	 todo	 es	 bastante	 previsible,	 pero	 aún	 así.	 ¿Ha	 habido	
algún	tipo	de	emoción	imprevista	en	algún	concierto	que	has	participado	en	la	Quincena	que	no	te	
esperabas	emocionarte?	
Bueno,	 ha	 habido	 cosas	 imprevistas	 como	 por	 ejemplo...lo	 que	 pasa	 que	 para	 los	 nombres	 soy	
terrible.	Es	un	director	que	ha	venido	varias	veces	y	que	es	un	poco	cómico	cuando	dirige	y	hace	
gracias,	 te	 sorprende	 al	 principio	 porque	 dices	 qué	 chorradas	 está	 haciendo...bueno	 pero	 le	 está	















A	 veces	 es	que	me	encuentro	que	 estoy	pensando	en	 general.	 Los	 amigos	 sí,	 de	hecho	ha	habido	






terminar,	 pero	 no,	 se	 va	 renovando.	Hay	 un	 punto	 entre	 los	 55	 y	 los	 60,	 que	 la	 gente	 empieza	 a	
querer	música	
Sí,	parece	
37:16	 Cómo	 crees	 que	 lo	 que	 sientes	 te	 afecta	 a	 nivel	 cultural?	 Es	 decir,	 escuché	 la	 segunda	 de	





















Yo	 creo	 sí,	 hombre	 depende	 de	 la	 economía	 que	 tengas.	 Si	 no	 te	 da	 para	 comer,	 pues	 no.	 Estas	
preguntas..pues	 sí,	 si	 hablamos	de	una	 clase	media,	 alguien	 como	yo,	 pues	 sí	me	merece	 la	pena.	
Pero,	lo	que	he	hecho	últimamente	es	antes	iba	a	localidades	más	atrás.	Ahora	en	vez	de	coger	para	

































Hace	muchos	 años	 empecé	 a	 ir.	 Fácil	 hace	más	 de	 30	 años.	 Como	 te	 he	 dicho	 antes	 siempre	 he	
estado	cantando	en	diferentes	grupos,	me	ha	atraído.	Además	 	también	es	 la	proyección	que	se	 le	
da,	al	 final,	es	un	evento	que	está	ahí,	 te	acercas.	Y	eso	es	un	aspecto	positivo	de	 los	festivales.	La	
publicidad,	el	ruido	que	se	le	da...fue	un	poco	por	eso	y	al	final	le	prestas	atención,	no?	Yo	creeo	que	
no	 fue	 porque	quería	 ver	 algo	 en	 concreto,	 fue	 por	 la	 importancia,	 por	 el	 evento,	 te	 animas	 y	 ya	
luego	vas	todos	los	años.	
6:10	Y	ahora	vas	con	esa	misma	intención?	O	ha	cambiado?	





6:47	 ¿Crees	que	a	 lo	 largo	de	 todos	estos	años	que	has	 ido	ha	 favorecido	 tu	variedad	cultural,	 tu	
variedad	musical,	ha	sido	una	oportunidad	de	enrequecimiento?	
Yo	 creo	 que	 si	 no	 hubiese	 sido,	 este	 festival	 no	 hubiese	 escuchado	 cierto	 tipo	 de	 música,	 si,	
normalmente	si	que	me	ha	dado	oportunidad	de	escuchar	otras	cosas	que	no	me	hubiese	acercardo.	










varios	 festivales,	 en	Granada,	 por	 un	 lado	 cantas	 y	 luego	 si	 que	 he	 aprovechado	 para	 escuchar	 a	



















personas	 sean	 más	 cultas?	 O	 por	 lo	 contrario	 buscan	 pues	 equilibrar	 el	 presupuesto	 o	 ofrecer	
siempre	el	mismo	festival...qué	intención	tienen?	
Yo,	 ...no	 sé,	 por	 ejemplo	 la	 Quincena	 sale	 de	 lo	 que	 es	 Donosti	 y	 se	 supone	 que	 con	 eso	 quieren	
expandir-se,	 acercar	 ...pero,	 igual	 no	 es	 tan	 fácil.	 Pero,	 luego,	 cogen	 un	 presupuesto,	 buscan	 que	
quede	 bien	 el	 festival	 y	 desde	 el	 punto	 de	 vista	 de	 divulgación	 o	 de	 acercar...	 Si	 te	 fijas	 en	 el	
público...claro	también	está	un	poco	con	el	precio...si	no	te	fijas	te	puedes	dejar	un	pastón.		
No	 sé,	 la	 edad	 del	 público...no	 se	 ve	 mucho	 público	 joven.	 En	 ese	 sentido	 creo	 que	 la	 Quincena	
debería	pensárselo	un	poco.		
16:08	Crees	que	la	Quincena	debería	tener	en	sus	objetivos	ir	a	intentar	nuevo	público?	










Estuve	 en	 dos	 cosas	 y	 distintas.	 EStuve	 en	 la	 Creación	 de	 la	 Fura.	 Claro,	 es	 algo	 completamente	















Pues,	 positivas,	 que	 he	 escuchado	 diferentes.	 Y	 que	 la	música	 está	mucho	más	 presente,	 con	 tus	
amigos	y	eso	lo	veo,	positivo.	Por	otro	lado,	tengo	una	sensación	que	muy	bien,	un	mes	entero...pero	
luego	claro	están	 los	otros	11	meses	restantes	del	año.	 Igual,	 se	concentra	ahí	mucho,	pero	 luego	
eso	 se	 diluye...¿no	 sería	 mejor	 que	 en	 lugar	 de	 un	 mes	 o	 15	 días	 se	 expandiera?	 Es	 como	 un	
empancho,	 tan	 concentrado,	 incluso	 económicamente...es	 concetrado	 tanto	 lo	 que	 supone,	 pero	
claro	me	estoy	dejando	un	pastón	aquí.	Por	otro	lado,	tienes	que	poder	acceder	a	eso	y	tienes	tu	día	
a	día,	entonces,	yo	creo...que	esto	me	marca	mas.	Cada	año,	no	se	si	me	estoy	haciendo	mayor	o	que,	




Es	 algo,	 primero,	 que	planificas	dentro	de	 tu	 vida,	 priorizas	 a	 otras	 cosas	 como	 son	viajes.	 Es	un	
evento	que	le	tienes	que	dar,	mi	pareja	trabaja	en	educación,	tienes	que	conjugar	asistir	ahí,	con	las	














siempre	estás	 seleccionando	cosas.	Después	está	el	grupo	de	 los	que	 "voy	a	 la	Quincena"	y	va	un	






En	 	 mi	 opinión	 reduciría	 el	 festival,	 le	 daría	 otra	 dimensión	 y	 yo	 creo	 que	 con	 ese	 presupuesto	
durante	el	año	se	podrían	hacer	otras	cosas.	Repartirlo	
30:55	 Porque	 siempre	 tiene	 ese	 nivel	 de	 caché,	 vamos	 a	 traer	 calidad,	 vamos	 a	 traer	 grandes	

































Orfeón	 Donostiarra	 y	 yo	 la	 iba	 a	 oir.	 En	 fin,	 que	 poco	 a	 poco	 he	 ido	 entrando,	 tenía	 otras	
compañeras	que	les	gustaba	la	música,	iba	a	coger	abonos.	Y	bueno,	ahí	estoy.	
5:50	¿Tienes	algún	momento	que	digas,	ahí	sentí	tantas	cosa,	fue	un	momento	de	inflexión	o	por	las	









Más	 que	 cultural,	 es	 musical.	 Se	 juntan	 varias	 cosas,	 primero	 porque	 voy	 a	 oir	 música.	 Y	 luego	
discutes	en	el	descanso	y	un	poquito	sobre	la	música	y	que	tal	va,	hay	gente	que	lo	entiende	más,	




























13:08	 ¿Crees	 que	 se	 busca	 esto	 a	 través	 de	 la	 organización	 del	 festival,	 la	 intención	 de	 los	
organizadores	de	la	Quincena	miran	de	buscar	esto?	







bastante,	 no	muy	moderno,	 un	 poco	 conservador,	 tienen	 que	 jugar	 un	 poco.	 No	 sólo	 las	 últimas	
tendencias,	o	sobre	un	estilo...por	ejemplo,	el	barroco,	a	mi	me	gusta	pero	muchas	veces	me	aburre	
y	no	me	parece	entretenido,	sin	embargo,	otra	gente	va	sólo	a	barroco.	Un	poco	mezclar	todo.	



























y	 no	 entras	 en	 el	 concierto.	 Otras	 veces,	 sin	 embargo	 sí,	 y	 hay	 conciertos	 	 que	 a	 lo	 mejor	 son	
preciosos	pero	que	a	 tí	no	te	han	gustado	porque	tu	estado	de	ánimo	no	está	allí,	para	mi	 influye	




















































vez	 tienes	 pues	 eso,	 al	 ser	 verano,	 el	 que	 luego	 a	 lo	mejor	 sales	 de	 ahí	 tomas	 algo,	 porque	 a	 los	




















espectaculares	 que	 los	 normales,	 en	 otros	momentos,	 hay	unos	 conciertos	 estupendos	 y	 solemos	
decir,	 jolín...este	es	un	concierto	de	Quincena,	porque	ha	sido	super	bueno.	En	 la	Quincena	suelen	







































Pues,	 mucho,	 por	 ejemplo	 Sokolov	 en	 un	 concierto	 de	 piano.	 La	 tercera	 de	 Rachmaninov,	 la	
sinfonica	de	S.	Petersburgo	con	la	"Patética",	Tchaikovski.	
6:51	¿Por	qué	empezaste	a	ir	a	la	Quincena?	
Pues	 porque	 vivía	 en	 San	 Sebastián,	 yo	 antes	 tuve	 abono	 de	 la	 Sinfónica,	 e	 iba	 todos	 los	 días	 de	
Lesaka,	y	ya	luego	me	casé,	me	puse	vivir	a	Lesaka.	Yo	a	Quincena	no	voy	a	todo,	voy	a	tres	o	cuatro		


















eso.	A	parte	 tengo	una	colección	de	música	clásica	bastante	 importante,	ya	desde	 los	 tiempos	del	
cassette.	
Ahora	hay	muchas	opciones	con	las	redes	y	tienes	posibilidades	de	contrastar	muchas	versiones,	en	


















de	 ese	 nivel.	 Fíjate	 en	 Bilbao,	 han	 pasado	 de	 7	 óperas	 a	 5...	 por	 un	 lado	 la	 Diputación	 les	
subvenciona	pero	por	el	otro	les	cobra	el	espacio.	































por	 ejemplo,	 en	 la	 Escala,	 una	muerte	 de	 "Mimi"	 que	me	 salieron	 las	 lágrimas.	 Te	 quedas	 allí,	 la	
música	es	muy	emotiva,	a	mi	sobretodo	la	ópera.	
Aquí	 le	 ví	 una	 Tercera	 de	Rachmaninov	 a	 Lupupo,	 que	 ...hay	 que	 joderse,	 y	 ahora	 tenemos	 en	 el	
festival,	uno	de	estos	rusos	que	baja	de	40	minutos.	La	música	romántica	me	gusta	mucho.	
20:57	¿Y	alguno	de	estos	momentos	los	has	tenido	en	la	Quincena?	
Sí,	 ya	 te	 he	 dicho,	 en	 conciertos	 de	 piano	 en	 general.	 También	 muy	 bien	 ,	 una	 Patética	 con	 la	




no	 se	 la	 oía	 desde	 la	 fila	 5.	 Suelen	 traer	 a	 bastante	buen	 elenco,	 pero	 aquel	 año,	 no	 sé	 que	pasó,	
andarían	mal	de	presupuesto.	
Luego,	 también	obras...por	ejemplo	Bilbao,	es	que	en	Bilbao	son...muy	suyos.	Obras	que	requieren	
órgano,	 y	 te	meten	 un	 armonio,	 y	 dices...vete	 a	 tomar	 por	 saco,	 el	 órgano	no	 es	 lo	mismo	que	 el	
armonio.Ese	fallo	lo	veo,	igual	piensas	que	eso	es	un	lujo...por	ejemplo,	hay	diferencia.	




Aquí	 en	 la	 Quincena,no	 tengo	 recuerdos.Yo	 cuando	 en	 una	 ópera	 empiezan	 con	 gabardinas,	
chaquetas,	corbatas...bueno	para	gustos	hay	para	todos.	
Luego,	 aquí	 en	 la	 Quincena,	 pues	 bien,	 tengo	 recuerdos	 del	 Andra	Mari	 y	 del	 Orfeón.	 Pues	 bien,	
algún	Haydn.	Luego,	Requiems,	varios	
25:15	Otra	pregunta,	¿qué	efectos	crees	que	tiene	a	largo	plazo	estas	experiencias,	han	tenido?	
Pues	me	 ha	 sido	 un	 hobby,	 como	 casi	 necesaria.	 Yo,	 por	 ejemplo,	 cuando	 estoy	 leyendo	 necesito	
música.	 Sin	música	 la	 vida	 es	muy	 triste.	 Yo	 cuando	 era	muy	 joven	me	 ponía	música	 de	 los	 70.	
Ahora,	en	streaming	suelo	poner	música	pop,	y	así.	Vamos,	en	el	clásico	toda	la	vida.	Mis	recuerdos	
son	mi	madre	y	mi	tia	tocando	el	piano	a	cuatro	manos,	pues	cosas	de	Strauss,	des	de	pequeño.	No	











muchos	músicos,	 jo,	 yo	me	 lo	 leí	 en	una	 sentada.	 Sí,	 te	da	una	base	 cultural,	pero	yo	 siempre	me	
quedo	corto.	Siempre	me	quedo	con	la	cosa	de	haberle	dedicado	más,	a	la	música.	























cuenta	 la	 población	 y	 si	 hiciéramos	 un	 porcentual	 de	 alguna	 manera-	 con	 más	 seguimiento,	 y	
posiblemente,	más	participación.	Porque	hay	muchos	de	los	actores	que	participan	en	la	Quincena	
que	son	locales,	que	creo	que	ha	sido	uno	de	los	grandes	éxitos	de	Quincena.	Por	ejemplo,	es	verdad	
que	 ha	 habido	 una	 ayuda	 del	 mundo	 coral,	 el	 mundo	 coral	 en	 el	 país	 vasco	 tiene	 una	 gran	
importancia.	Quincena	cómo	también	la	Orquesta	de	Euskadi,	como	también	otro	tipo	de,	digamos	
entidades	culturales,	utilizan	coros.	Y	los	coros,	atraen	gente,	pero	no	sólo	eso.	¡Es	la	gente!	Porque	
aquí	 no	 hay	 coros	 profesionales,	 son	 todos	 coros	 amateurs	 y	 pongo	 en	 letras	 mayúsculas	 lo	 de	
amateurs,	pero	es	que	es	así.	Esto	permite	que	(hay	veces	que	el	INAEM	pide	estas	encuestas	que	
hacen,	número	de	músicos	 españoles?	 y	 vamos...	Quincena	gana	por	 goleada)	 todo	el	mundo	que	
canta	 pues	 tiene	 una	madre,	 un	 primo,	 una	 hermana,	 un	 hijo,	 lo	 que	 sea...eso	 permite	 de	 alguna	
forma	que	aunque	no	vengan	al	 festival	 si	 conocen,	 si	 saben	de	su	existencia	y	en	general,	 lo	que	
detectamos	 ,	en	general...y	esto	es	una	 lectura	positiva...(yo	 tengo	una	 tendencia	al	optimismo,	yo	
creo	que	hay	que	ver	el	vaso	medio	lleno	pero	estar	preparado	para	que	todo	el	mundo	interprete	
que	está	medio	vacío,	espera	lo	mejor	pero	prepárate	para	lo	peor).	Hay	toda	esa	masa	social	que	
conforma	 el	 festival,	 y	 en	 muchos	 casos,	 durante	 los	 80	 años	 (incluso	 gente	 que	 trabaja	 con	
nosotros)	 pasa	 que	 gente	 que	 ha	 trabajado	 en	 este	 festival,	 su	 padre	 o	 su	 madre	 cantaban	 en	
Quincena,	ellos	han	cantado	en	Quincena.	










dice	 tenemos	que	 recuperar	 turismo,	 debemos	 llevar	 a	 cabo	 acciones	que	 lleven	 el	 turismo	de	 la	
guerra	civil.	Si	hubo	tiros	en	 la	guerra	civil,	que	están	en	 la	 fachada	del	Victoria	Eugenia,	pero	no	
hubo	 una	 gran	masacre	 ni	 nada.	 San	 Sebastian	 fue	 una	 ciudad	 que	 no	 fue	 bombardeada,	 ni	 una	












e	 hijo,	 y	 luego	 vino	 Jose	 Antonio	 Echenique	 y	 yo	 soy	 el	 cuarto.	 Jose	 Antonio	 siempre	 habló	 con	
mucho	respeto	de	 los	anteriores	directores.	 Jose	Antonio	viene	muchas	veces	aquí,	está	aquí	y	yo	
quiero	que	siga	aquí,	y	considero	y	digo	que	es	la	voz	de	la	experiencia.	31	años	de	experiencia,	son	






bien	 mía.	 Porque	 a	 parte	 de	 una	 cuestión	 cultural,	 en	 la	 que	 se	 pueden	 encontrar	 lazos,	 es	
importante	 el	 público	 francés.	 Quincena	 tiene	 mucho	 público,	 pero	 creo	 que	 es	 una	 obligación	
poder	 llamar	 al	 público	 francés	 y	 acercarle	 a	 San	 Sebastián.	 Hasta	 Burdeos	 no	 hay	 una	 ciudad	





Sí,	pero	 la	 cantidad	de	obras	de	 teatro...este	 fin	de	 semana	por	ejemplo,	 està	Moby	Dick	con	Pou,	
tienes	la	orquesta	de	Euskadi	aquí,	las	casa	de	cultura	están	haciendo	cada	uno	su	cosa,	Tabakalera,	




Te	 diría	 principalmente,	 esa	 participación	 arraigada,	 más	 que	 el	 cuarteto...no	 se	 que.	 Esa	 idea,	
además	la	idea	que	intentamos	insistir	en	ella,	el	festival,	no	podemos	concebir	el	festival	como	algo	
elitista,	 como	 algo	 que	 para	 mi	 son	 muy	 manidas...	 Hay	 como	 una	 prevención	 	 a	 demostrar	 los	
gustos	o	las	pasiones	en	España.	A	eso	le	sumas,	la	idea	del	etilismo	cultural	y	económico,	"yo	es	que	




tiene	una	 visión	de	que	 la	música	 clásica	 es	 elitista....	 y	 dices,	 espera	un	momento,	 y	 lo	 relaciona	
inmediatamente	con	el	Liceu,	la	burguesía,	el	teatro	real...y	dices,	espera	un	momento:	primero	ven	
a	los	teatros	y	verás	que	a	lo	mejor	el	público	ha	cambiado	,	las	cosas	cambian.	Esto	ha	pasado	con	el	
liceo	 que	 ha	 pasado	 de	 ser	 una	 entidad	 privada	 a	 una	 entidad	 pública,	 después	 del	 incendio.	 Es	
verdad	que	 las	entradas	no	son	baratas,	pero	eso	puede	inducir	a	algunos	cambios.	Pero,	hay	que	
ver	 	como	funcionan	esos	planes	para	acercar	a	otro	 tipo	de	públicos.	Pero	hay	esa	 idea,	no?	Y	 te	
digo	lo	de	la	izquierda,	no	porque	tenga	nada	en	contra	de	la	izquierda,	para	nada.	Me	acuerdo	de	
una	persona	que	por	ejemplo	Lenin	era	un	apasionado	de	la	música	clásica.	¿Ah,	sí?	
15:22	 ¿Cómo	 afectan	 en	 los	 contenidos	 que	 programáis	 en	 la	 Quincena,	 la	 influencia	 económica,	
social	o	política,	de	los	patrocinadores	de	los	del	Gas,	de	los	de	la	Diputación?	¿Sientes	que	a	veces	
has	tenido	que	cambiar?	
No,	 no.	Nunca	me	 lo	 han	 hecho	 en	 un	 consejo	 de	 administración,	 que	 es	 el	 sitio	 donde	 se	 puede	








que	 hay,	 también	 ver	 lo	 que	 hay,	 tener	 en	 cuenta	 la	 música	 que	 hay,	 los	 compositores.	 Cuando	
empecé	en	Galicia	me	puse	a	mirar	lo	que	había	y	realmente,	Galicia,	es	una	tierra	(que	con	todo	el	
cariño,	porque	es	mi	segunda	patria)	con	un	desarrollo	musical	muy	bajo.	Catalunya	es	diferente,	
porque	no	puedes	 escribir	 la	 historia	 de	España	 sin	Catalunya,	 ni	Andalucía.	 Estas	 dos	 tienen	un	
peso	específico	muy	potente.	Euskadi	tiene	además,	a	parte	de	que	no	tiene	un	gran	corpus,	tiene	
compositores	 muy	 interesantes,	 Guridi	 tiene	 cosas	 muy	 interesantes,	 Solozábal,	 Usandizaga,	
Arriaga...	tienen	piezas	muy	bonitas	e	interesantes,	otra	cosa,	es	que	se	murieron	jóvenes.	Lo	que	a	




entradas,	 y	 de	 pronto,	 pum,	 los	 locales	 ni	 se	 enteran,	 Pero	 hay	 una	 serie	 de	 obras,	 buenas	 ,	 de	
buenos	 compositores	que	 sí	 les	 atrae.	Es	 verdad	que	 aquí,	 principalmente	ha	 sido	 la	 orquesta	de	
Euskadi	 quien	 ha	 conservado	 y	 ha	 mantenido	 vivo	 ese	 repertorio,	 que	 me	 parece	 muy	 bien.		
Quincena	es	un	poco	otra	cosa,	porque	una	orquesta	siempre	tiene	una	parte	de	conservación.	Pero,	
con	un		poco	de	olfato	te	vas	dando	cuenta	de	esto,	de	lo	otro,	ya	no	estoy	hablando	de	compositores	
vivos,	 sino	de	 legado.	Y	 luego	 tienes	una	 figura	que	de	vez	en	cuando	puedes	 sacar	que	es	Ravel,	
entre	 comillas,	 que	 es	 un	magnífico	 compositor,	 pero	 bueno,	 es	 de	 aqui	 pero	 no,	 sí	 pero	 no.	 La	
realidad	es	que	Ravel	está	ahí,	y	es	un	compositor	excelente	y	conocido.	Los	gestos,	y	muchas	veces	
los	propios	coros	proponen	obras,	y	encima	a	la	gente	les	gusta.	




para	 hacer	 esas	 taquillas	 que	 son	 necesarias,	 para	 poder	mantener	 el	 festival.	 Tu,	 o	 haces	 obras	
"Pop",	 Quintas	 de	 Mahler,	 Novenas	 de	 Beethoven,	 que	 son	 grandes	 	 obras	 o	 la	 gente	 no	 viene.	
Además,	te	voy	a	decir	una	cosa.	Además,	estamos	en	un	mundo,	que	en	todo,	y	cuando	digo	en	todo	











Pero	 como	 sociedad,	 como	mentalidad	 eramos	mucho	más	 abiertos	 en	 los	 60,	 era	 	 una	 sociedad	
experimentadora,	más	dispuesta...ahora	mismo	todos	estamos	así	(hace	el	signo	de	asustados).	Esto		
me	 lleva	 a	 la	 programación	 de	 las	 propias	 orquestas.	 A	 las	 orquestas	 les	 llega	 la	 crisis,	 a	 los	
festivales,	también...y	decimos,	ostras...Novenas	de	Beethoven,	todo	el	día,	todo	lo		que	sea	para	que	
vendamos	 una	 entrada.	 Entonces,	 nos	 volvimos	 locos	 con	 eso	 y	 salir	 de	 esa	 disciplina,	 de	 esa	
política	tan	conservadora	es	muy	difícil.	Además,	ha	coincidido	con	una	cosa.		
Te	pongo	un	ejemplo	de	una	gira	de	2020,	va	a	distintas	ciudades	europeas,	yo	entonces	decido	una	
obra,	digo,	me	gustarías,	 tal	 cosa	y	 tal	otra.	Nos	sale	un	programa	bastante	 interesante.	Me	 llama	
después	del	gerente	de	 la	orquesta,	y	me	dice,	que	el	segundo	programa	que	queremos	hacer	con	
coro,	 todo	 el	mundo	me	 dice	 que	 es	 demasiado	 contemporáneo.	 Y	 estaba	 proponiendo	 cosas	 de	
Shostacovich	 y	 Stravinsky,	 demasiado	 contemporáneo	 y	demasiado	poco	 conocido.	 Y	después	 las	
demás	 ciudades	dicen	que	no,	 y	 entonces	 claro	 te	 encuentras	 en	que	nosotros	 los	 que	 éramos	 la	
pequeña	ciudad,	sin	demasiado	presupuesto	estábamos	proponiendo	un	programa	que	la	ciudad	de	




















Yo	 realmente	 creo	 que	 sí	 ha	 afectado.	 La	 no	 venta	 de	 CDs	 y	 el	 que	 no	 haya	 un	 canal	 que	 haya	
sustituido	con	fuerza	en	el	ámbito	de	la	clásica.	En	clásica	siempre	dependías	de	estrellas.	Este	en	
general	no	ha	sido	un	 festival	de	Plácido	Domingo	o	de	grandes	nombres.	No	es	un	 festival	como	
Peralada,	 que	 ha	 decidido	 ir	 por	 ahí.	 Que	 eran	 festivales	 que	 funcionaban	 con	 orquestas	 y	 ahora	
funcionan	 con	 nombres.	 Oye,	 chapó,	 ....nosotros	 somos	 otro	 tipo	 de	 festivales.	 Tanto	 ellos	 como	
nosotros	nos	afecta	mucho	una	cosa.	El	CD	se	muere,	pero	ahora	bien,	se	está	muriendo	un	canal	de	
información	 en	muchos	 casos	 publicitario	 hacia	 los	 consumidores.	 La	 gente	 salvo	 4,	 no	 tienen	ni	
idea	de	quiénes	cantan	o	quienes	protagonizan	ahora	la	escena	musical.	Un	fenómeno	como	Pollini,	
Zimmerman...en	 estos	momentos	 casi	 no	 se	podría	dar.	 Ellos	 tuvieron	una	 trascendencia	musical	
más	allá	de	sus	conciertos.,	esto	va	a	ser	muy	difícil	ahora	mismo.	
Es	muy	 difícil	 que	 el	 público	 tenga	 un	 seguimiento	 como	 con	 Lang	 Lang,	 o	 algunos	 de	 estos,	 no.	
Entonces,	 yo	 no	 es	 que	 quiera	 un	 seguimiento	 y	 una	 publicidad	 como	 Lang	 Lang,	 pero	 llega	 un	
punto	 que	 la	 gente	 no	 sabe	 quién	 és,	 unos	 interprétes	 o	 unos	 cantantes.	 No	 hay	 manera	 de	








25	o	27	orquestas	 sinfónicas)	 que	 es	 una	barbaridad,	más	 las	 orquestas	de	 las	 administraciones,	
bueno	ahí	no	incluyo	a	Cadaqués,	pero	bueno,	que	es	privada.	Hay	muchas	orquestas	que	trabajan	
por	 proyectos,	 como	 ocurre	 con	 otras	 tantas	 orquestas	 en	 Europa.	 Todo	 esto	 está	 ahí.	 Tenemos	
teatros	de	ópera,	con	tres	pesetas,	mal	financiados.	Sociedades	filarmónicas	muriéndose,	pero	que	
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saber,	ni	 tan	 sólo	haber	oído	hablar	de	él	o	 incluso	 confundirlo	 con	una	marca	de	 jabón,	no	más.	
Aquí	pasa	algo,	 la	música	clásica	siempre	ha	estado	 fuera	de	nuestra	educación	y	cada	vez	más,	y	
además,	 ahora	hay	un	paso	más.	Antes,	 de	 una	 forma	u	 otra,	 con	un	nivel	 de	 educación	medio	 o	
medio	alto	 sabían	qué	era	un	concierto	 sinfónico,	 la	mayoría	 sabía.	Ahora	 te	encuentras	a	mucha	







Yo	 creo	 que	 sobretodo	 tenemos	 que	 tener	 una	 acción	 más	 coordinada,	 ya	 no	 pedir	 a	 la	
administración,	porque	pueden	poner	dinero	hoy	y	mañana	no.	Este	país	 tiene	un	problema,	que	
siempre	 lo	 atribuyo	 a	 cuestiones	 históricas.	 ¿Cuáles	 fueron	 los	 grandes	 países	 del	 anarquismo?	
Fueron	España	y	Rusia,	son	los	dos	extremos	de	Europa.	Aquí	tuvo	mucho	efecto	el	anarquismo,	y	el	
anarquismo	 que	 es	 una	 teoría	 muy	 compleja,	 mucho	 más	 de	 lo	 que	 parece,	 con	 cosas	 muy	




vez	 sabe	 menos.	 O	 como	 sector	 nos	 ponemos	 las	 pilas,	 y	 no	 es	 cuestión	 de	 poner	 pasta...la	
supervivencia,	 más	 o	 menos	 autónoma	 de	 las	 administraciones	 y	 luchar	 por	 la	 famosa	 ley	 del	








cada	 vez	 nos	 vamos	 alejar	más	 de	 esto.	 Además,	 ellos	mismos	 son	 consecuentes	 con	 un	 sistema	
educativo	en	que	la	música	clásica	no	está.	Entonces,	claro...	
39:30	Dentro	 de	 este	 contexto,	 qué	 objetivos	 se	marca	 la	Quincena	delante	 de	 estas	 deficiencias,	
tanto	por	el	contexto	como	en	general...	




institución	 como	 suya.	 eso	 no	 significa,	 evidentemente,	 que	 te	 contratamos	 porque	 eres	 de	 aquí.	
Aquí	y	en	todos	los	lados,	es	que	yo	soy	de	aquí...ya	y?	Yo	entre	dos	iguales	me	quedo	con	el	de	aquí,	
pero	 si	 son	 mejores	 los	 de	 fuera,	 pues	 me	 llevo	 el	 de	 Badalona.	 Lo	 que	 buscas	 es	 la	 excelencia	





propuesta	de	 calidad.	Cada	vez,	 y	 	 como	 tu	decías,	 es	más	difícil,	 con	un	público.	Qué	cada	vez	 le	
estamos	 haciendo	 más	 conservador	 y	 estamos	 todos	 conviertiéndolo	 en	 un	 público	 más	
conservador.	A	mi,	ya	fuera	de	esto,	cosas	que	me	gustaría,	y	ahí	tenemos	un	serio	problema,	creo	
que	 lo	 tenemos	 todos	 los	 festivales	 españoles.	Vamos	a	 ver,	 un	 festival	 entre	otras	muchas	 cosas	
tiene	 que	 ser	 capaz	 de	 producir,	 tiene	 que	 ser	 capaz	 de	 generar	 producciones.	 Esto	 es	





Esto	 es	 lo	 que	 vamos	 haciendo.	 Por	 ejemplo,	 la	 ópera	 se	 hace	 así,	 los	 conciertos	 sinfónicos...por	
ejemplo	con	Santander	lo	hacemos	así.	Está	Jaime	y	Valentina	que	tenemos	una	muy	buena	relación.	
Cada	vez	trabajamos	más,	compartimos	orquestas.	Lo	cual,	también	nos	acarre	críticas,	"¡Es	que	le	
restas	 originalidad!",	 bueno	 si	 todos	 estamos	 interesados	 en	 hacer	 algo,	 y	 coincidimos,	 pues	 la	
originalidad	 del	 festival...vamos,	 es	 que	 estamos	 ahorrando	 decenas	 de	 miles	 de	 euros...pero	 te	
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dicen:	"¡no	no,	es	que	tiene	que	ser	esta	orquesta	y	exclusivamente!".	Pero	a	ti	realmente	te	duele	













Tu	 fíjate	 en	 España,	 se	 encarga	muy	 poco.	 Tu	 fíjate	 la	 cantidad	 de	 encargos,	 tanto	 en	 ópera,	 en	
danza...casi	 todo	 se	 va	 alimentando,	 se	 reaprovecha...es	 verdad	 que	 también	 las	 organizaciones	
están	 muy	 poco	 acostumbradas.	 Pues	 un	 grupo	 de	 danza,	 un	 grupo	 de	 teatro....una	
orquesta...contrátame	y	no	sé,	dime	que	tengo	que	hacer?	No,	claro,	esto	no	puede	ser	así,	 tendría	
que	 ser	 hazme	 una	 propuesta	 y	 lo	 vamos	 hablando.	 El	 chip	 está	 cambiando,	 poco	 a	 poco...nadie	
venía	con	una	propuesta	original	y	contrátame,	y	alquilabas	un	obrero	de	la	música.	Esto	tiene	que	
ir	 cambiando	 y	 va	 cambiando,	 pero,	mientras...el	 país	 está	 arrasado	musicalemente	 .	 Comparado	
con	el	2005,	que	bueno,	que	fue	excesivo,	se	hicieron	demasiados	auditorios,	demasiados	proyectos	
de	locura(traerse	la	filarmónica	de	Nueva	York,	o	la	filarmonica	de	no	sabe	donde	porque	el	alcalde	
tenía	 200.000€	 en	 el	 bolsillo)...pero	 hemos	 pasado	 de	 ahí	 a	 aqui.	 Yo	 creo	 que	 es	 básico	 que	 un	
festival	sea	capaz	de	producir,	y	claro,	yo	veo	Quincena,	vamos	haciendo,	en	el	fondo	son	pequeños	
pasos,	 pero	 podríamos	 hacer	 más.	 Esto	 es	 una	 lectura	 que	 mucha	 gente	 no	 está	 de	 acuerdo	
















es	 enseñar	 a	 la	 gente	 joven,	 esto	 existe,	 y	 esto	 es	un	mundo	que	 te	puede	 interesar,	 y	 este	 es	un	








esta	 chica,	 "me	gusta	pero	me	da	miedo",	porque	estar	dos	horas	 contigo	misma	reflexionando,	 "	
por	qué?,"	le	comenté,	y	me	contestó:	"pues	porque	no	puedes	escapar,	no	puedes	mirar	el	móvil,	no	
tengo	una	distracción",	pero	yo	 le	dije,	 "pero,	 te	pones	a	pensar	en	 tus	cosas?".	Continuamente	 te	
estás	yendo	y	volviendo,	 te	está	sugiriendo	cosas,	aunque	el	compositor	a	 lo	mejor	no	te	pensaba	
sugerir	 esas	 cosas.	 Y	 con	 esta	 persona	 ha	 ido	 volviendo	 a	 conciertos,	 pero	 es	 sobre	 todo	 en	 esa	
gente	de	cuarenta	y	tantos	años,	empezar	a	trabajarla	para	que	vuelva	a	la	sala	de	conciertos.	
Y	volviendo	a	los	jóvenes,	sin	olvidarlos,	haciendo	esa	pedagogia	y	sobretodo,	que	lo	ideal	seria	que	
los	 políticos	 volvieran	 a	 introducir,	 no	 sé	 si	 debería	 tener	 un	 papel	 tan	 importante	 como	 las	
matemáticas.	Pero	desde	luego,	que	no	deberíamos	en	una	sociedad	Occidental	desarrollada,	con	un	
nivel	cultural	alto,	permitir	que	la	gente	culta	no	haya	ido	nunca	a	un	concierto	de	música	clásica.	¿A	
qué	no	permitiríamos	que	nadie	no	pudiera	 saber	quién	 era	Tolstoi?	Pero,	 no	haber	 venido	 a	un	
concierto	de	música	clásica,	da	igual...	








o	 que	 la	mayoría	 iba	 pensando	 en	 sus	 cosas.	 Ahora,	 la	 inmensa	mayoría	mira	 su	móvil,	 pero	 tu	






en	 solitario.	 Dentro	 de	 lo	 posible,	 entre	 los	 artistas	 si	 podemos,	 con	 mucha	 gente	 joven	 que	 ha	
empezado	 le	hemos	dado	un	 recital,	 ya	 sé	que	es	una	gota	de	agua	 (porque	este	 festival	dura	un	
mes).	Ese	tipo	de	cosas	que	les	vaya	ayudando	a	foguearse,	y	es	nuestra	pequeña	contribución	con	
el	 ciclo	 de	 jóvenes,	 con	 Quincena	 Andante,	 etc.	 Esos	 pequeños,	 digamos	 papeles,	 recitales.	 Yo	
cuando	 digo	 conciertos,	 todos	 son	 igual	 de	 importantes,	 pero	 sinceramente,	 un	 concierto	 en	 una	














Si	 te	digo	 la	verdad,	yo	voy	dibujando	cosas,	y	si	no	 las	hago	este	año	 las	haré	el	siguiente.	Ahora	
bien,	 Jordi,	 se	me	 queman	 los	 barcos	 con	 una	 facilidad	 alucinante.	 Quiero	 decir,	muchos	 de	 esos	
proyectos	 se	 van.	 Me	 pueden	 decir:	 "te	 falta	 empuje?",	 no	 sino	 que	 llega	 un	 momento	 que	 tu	




resulta	 incluso	 triste,	 estar	hablando	de	Shostakovich	 como	si	 fuera	 repertorio	diferente,	 pero	es	
que	 estamos	 en	 ese	 punto,	 el	 decir,	 el	 que	 podamos	 mover	 y	 la	 gente	 pueda	 escuchar	 cosas	








Sí,	 sí...sabes	 que	 por	 ejemplo	 "esto	 nos	 va	 a	 venir	 muy	 bien"	 porque	 está	 obra,	 su	 cuarto	
movimiento,	y	ya	cuando	salga	el	coro	infantil	será	la	leche,	sí	sí...	





obra	 para	 una	 plantilla	 pequeña,	 pero	 Sorozabal	 dejó	 escrito	 que	 le	 hubiese	 encantado	 que	 se	
hubiese	hecho	alguna	vez	con	una	sección	de	percusión	muy	grande,	y	tal...y	pensamos,	es	que	no	
vamos	a	 tener	a	una	orquesta	así	en	mucho	 tiempo,	porque	no?	Entonces	hablamos	con	 la	banda	
municipal	de	chistus,	que	son	una	gente	encantadora,	siempre	dispuestos,	el	maestro,	bum	bum	y	
claro...aquello	 fue	 el	 extasis	 absoluto.	Todos	 esos	 coros	 en	el	 escenario,	 cantando	el	Gernika	y	de	
repente	se	abren	las	puertas	del	lateral	y	se	empiezan	a	escuchar	los	chistus,	tocando.	Aquello	fue	



















de	 pronto	 darte	 un	 cierto	 respiro	 a	 la	 ciudad	 y	 permitirte	 hacer	 caso	 a	 Quincena	 Andante	 e	 ir.	






























1:09:50	Es	 curioso	porque	hace	dos	meses	hubo	una	producción	de	 ópera,	Orfeo	 y	Euridice,	 y	 el	
teatro	estaba	a	medio	llenar,	en	cambio	en	la	ópera	de	Quincena	estaba	llenísimo.	
Bueno,	te	voy	a	decir	una	cosa,	en	esta	ciudad,	nos	movemos	en	10	títulos.	En	el	momento	en	que	
nos	 salimos	 del	 Rigoletto,	 Flauta	 Mágica,	 Traviata...	 Jose	 Antonio	 (el	 antiguo	 director	 de	 la	
Quincena)	siempre	cuenta	una	producción	maravillosa	de	los	cuentos	de	Offmann,	nos	comimos	las	
entradas.	
Claro,	Orfeo	y	Euridice	es	 también	una	de	 las	óperas	 conocidas.	Tu	 le	dices	 al	público,	Gluck	y	 el	
público	 te	dice,	 cómo?	Claro,	nos	movemos	en	10	 títulos.	O	metes	a	 Juan	Diego	Florez	a	cantar,	o	





público.	 Y	 la	 segunda,	 el	 equipo.	 A	 qué	 público	 te	 diriges	 con	 la	 comunicación,	 con	 el	
programa...claro	tienes	muchos	programas	
Tenemos	un	público	muy	heterogéneo.	Pues	intentamos	albergar	muchos	programas	para	llegar	a	
más	 gente	 y	 también	 intentamos	 que	 haya	movimiento	 entre	 estos	 grupos,	 es	 decir,	 si	 voy	 a	 un	
concierto	de	órgano	intente	interesarme	por	lo	que	hacen	los	de	contemporánea,	por	decir	un	ciclo	
particular.	Pero	intentas	dar	a	conocer,	de	una	manera	o	de	otra,	dar	a	conocer	otros	...incluso	con	
una	 charla,	 antes	 de	 un	 concierto	 pues	 les	 hablo	 de	 lo	 que	 va	 haber	 próximamente,	 algo	 que	 no	
estén	 tan	 habituados.	 Buscas	 fórmulas	 para	 intentar	 que	 la	 gente	 vea	 otras	 cosas.	 El	 público,	 en	
general,	 es	 llegar	 a	 todo	 el	mundo,	 y	 lo	 que	 intentas.	 Fórmulas	 como	 los	 de	 la	 Fura	 ,	 una	 de	 las	
razones	 por	 las	 que	 lo	 traje	 (de	 hecho	 hubiese	 salido	 más	 a	 cuenta	 hacer	 una	 función	 para	 los	
abonados)	pero	hacer	dos	 funciones	es	una	 forma	de	atraer	gente,	 sacar	 	más	 jugo	a	 lo	que	es	el	








1:14:03	 También	 juegan	mucho	 con	 la	 tecnología,	 y	 a	 lo	mejor,	 esto	 con	 los	 jóvenes,	 el	 rollo	 de	
conectar	con	la	tecnología,	es	muy	cercano.	
Ojalá	pudiésemos	hacer	más,	que	te	permitan	acercar.	Yo	sé	que	hay	una	parte	del	público	que	se	
muestran	 reticentes	 porque	 dicen	 que	 para	 disfrutar	 de	 la	 Creación	 no	 hace	 falta	 todo	 eso.	 La	

















producciones	para	ópera).	Me	 acuerdo	un	 año	que	 eramos	 cuatro	o	 cinco	 festivales,	 temporadas,	
que	 encargamos(no	 me	 acuerdo	 si	 fue	 la	 Traviata,	 o	 qué	 fue).	 Estaba	 Oviedo,	 estaba	









Lo	 saben	 los	 políticos,	 lo	 sabe	 Iker...Ahí	 tenemos	 este	 obstáculo.	 A	 veces	 te	 llega	 gente	 con	 un	
proyecto,	que	te	gusta	 la	 idea	que	están	haciendo.	Que	me	gusta,	pero	claro	no	se	dan	cuenta	que		
me	 están	 pidiendo.	 Por	 ejemplo,	 una	 cuestión	 escénica,	 lo	 normal	 es	 que	 tengas	 cinco	 días	 de	
trabajo.	No	estoy	hablando	de	una	ópera.	Por	ejemplo,	tu	coges	el	Edipo	Rey	de	Stravinsky,	lo	haces	
y	 quieres	 un	 mínimo	 de	 escenografía,	 de	 trabajo,	 de	 luces,	 necesitas	 días.	 Aquí,	 por	 ejemplo,	 la	
danza,	 aquí	 ha	 habido	 artistas	 importantes	 (Lucía	 Lacarra)	 que	 han	 venido	 con	 propuestas	 y	 te	
dicen	"venimos	a	pedirte	una	seman	el	Kursaal",	y	tu	dices,	ya...	tu	me	estás	pidiendo	directamente	
20.000	euros,	por	toda	la	producción	pero	en	días	hay	que	sumarle	50.000,	entonces	imposible.		
1:20:21	 Y	 sobre	 el	 equipo?	 Crees	 que	 tiene,	 el	 equipo	 de	Quincena,	 el	 esencial,	 tu	misma	 visión?	
Crees	que	piensan	parecido?	
Creo	que	sí,	en	general.	Nos	vamos	reuniendo	todos.	Una	de	las	primeras	cosas	que	hice...por	mucho	
que	 sea	 un	 espacio	 abierto,	 luego	 no...este	 no	 sabe	 lo	 que	 hace	 el	 otro,	 y	 dices...	 que	 ahora	 nos	
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tenemos	 que	 reunir?	 No	 es	 todas	 las	 semanas,	 más	 o	 menos	 cada	 dos	 semanas.	 Esto	
inmediatamente	genera	en	toda	la	oficina	sinergias.	Ah,	yo	tengo	tal	cosa	en	comunicación,	y	luego	
lo	podemos	hablar.	Poco	a	poco	vas	generando	una	mentalidad	de	grupo,	de	equipo.	Pero	no	sólo	lo	
hago	 con	 este	 equipo,	 también	 voy	 a	 las	 taquilleras,	 con	 producción	 también,	 y	 cuando	 hago	 la	
reunión	 de	 taquilleras,	 gente	 de	 producción	 y	 les	 explico	 el	 festival.	 Les	 hago	 primero	 unas	
pinzeladas,	y	luego,	entro	concierto	por	concierto.	Yo	siempre	digo	lo	mismo,	la	fuerza	de	venta,	es	
internet	 en	 estos	 momentos.	 Pero	 no	 debemos	 descuidar	 la	 otra	 gran	 fuente	 que	 es	 la	 taquilla.	





Es	 una	 charla	 de	 dos	 horas	 las	 que	 suele	 durar	 y,	 es	 una	 cosa	 que	 les	 pido,	 y	 siempre	 están	
encantadas.	 Y	 este	 año,	 que	me	despité	 y	me	 llamaron	 inmediatamente,	 oye	que	pasa?	Entonces,	
porque	 es	 importante,	 porque	 a	 las	 personas	 hay	 que	 explicarles	 porque	 se	 hacen	 las	 cosas.	
Explicarles	 cuál	 es	 el	 interés	 de	 esas	 cosas,	 a	 lo	mejor	 no	 les	 interesa,	 de	 acuerdo,	 yo	 no	 intento	






las	cosas	y,	que	 también	sepan	explicar,	 si	 tuviesen	que	hacerlo,	el	dar	unas	pocas	pinceladas	del	
festival,	cuál	es	la	experiencia	del	festival.	
1:24.	 Por	 ejemplo,	 el	 cartel	 del	 festival	 se	 decide	 democráticamente.	 También	 puede	 ser	 que	
intentemos	llegar	de	otras	maneras.	Yo	a	veces	pongo	condicionantes,	75	aniversario,	pide	más	una	
imagen	gráfica.	Entonces,	se	pidió	un	diseño	a	un	estudio	de	diseño	gráfico.	Alguna	vez,	pues	oye,	













yo	estoy	en	un	concierto,	estoy	no	viendo	el	móvil,	pero	en	 la	pausa,	pues	 foto	de	 todo	muy	bien	









España,	 está	 hasta	 arriba	 de	 gente,	 es	muy	difícil	 hacerse	 notar.	Nadie	 está	 por	 ti,	 están,	 hay	mil	
cosas.	Simplemente	te	vas	a	la	Iglesia	de	San	Juan	de	Luz,	a	la	Catedral,	y	aquello	es	una	locura	de	
conciertos	 todos	 los	días.	Y,	 llegas	a	Saint	Piere,	 tienes	un	auditorio	de	 	300	butacas,	y	 tienes	una	






















de	 cerca,	 gestionándolo	 a	 pie	 de	 calle	 y	 toda	 esa	 reflexión	 ha	 estado	muy	 presente.	 Se	 pretendía	
generar	 una	 implicación	 emocional,	 y	 tal.	 Y	 fue	 un	 éxito,	 la	 verdad,	 fue	 una	 pasada.	 Alli	 hay	 un	




se	 está	 configurando	 en	 San	 Juan	 es	 un	 polo	 de	 talento	 y	 de	 atracción	 turística	 patrimonial,	 en	
relación	a	la	tradición	marítima	de	la	costa	vasca.	Creamos	un	festival	marítimo	como	los	que	hay	
en	Reino	Unido,	 en	 los	 países	 nórdicos,	 en	 Francia,	 grandes	 paradas	 de	 vacaciones	 tradicionales.	
Pero,	que	tiene	el	aliño	musical,	 tienen	actividades,	 talleres,	gastronomia,	 folklore.	Fueron	 	cuatro	
días	insólitos	en	Pasaia.	Un	pueblo	muy	degradado,	con	la	autoestima	baja,	un	pueblo	que	tiene	la	
sensación	 de	 ser	 el	 patio	 trasero	 de	 San	 Sebastián	 y	 bueno,	 por	 primera	 vez,	 se	 sintió	 el	
protagonista.	Donosti	se	volcó	en	Pasaia,	se	generó	 	una	vinculación	emocional	hacia	el	mundo,	 la	




En	 el	 caso	 de	 la	 Quincena	 somos	 Patronos	 junto	 con	 el	 ayuntamiento	 y	 el	 gobierno	 vasco	 en	 el	
impulso	de	la	Quincena	musical.	Hacemos	las	mismas	aportaciones	que	el	resto	de	instituciones	y	
participamos	 de	 su	 órgano	 de	 decisión.	 El	 consejo	 de	 administración,	 y	 yo	 particularmente,	 me	
implico	en	la	ejecución	del	comité	ejecutivo	que	se	reúne	con	mayor	periodicidad	y	dónde	se	toman	
decisiones	de	carácter	más	operativo	y	técnico	del	festival.	




No,	 realmente	 un	 festival	 de	 estas	 características	 requiere	 de	 unos	 conocimientos	 de	 tales	
contactos,	 que	 requiere	 de	 un	 director/a	 que	 tenga	 el	 conocimiento	 de	 todos	 esos	 campos	 y	 la	
independencia	 que	 tiene	 es	 absoluta.	 Yo	 diría,	 y	 esto	 puede	 tener	 que	 ver	 con	 el	 respectivo	
desconocimiento	 de	 las	 respectivas	 instituciones	 en	 la	 materia,	 que	 es	 uno	 de	 los	 festivales	 con	
mayor	independencia.	Pero,	podría	decir	incluso	lo	mismo,	que	del	festival	de	cine.	Nadie	le	puede	
decir	 al	 comité	de	 selección	del	 festival	 de	 cine,	 dirigido	por	Rebordinos,	 en	 general,	 nadie	 osa	 a	
decirle	nada.	Otra	cosa,	por	ejemplo,	este	año	que	se	empieza	a	conmerorar	el	500	aniversario	de	la	
circunnavegación	 Delcano-magallanes,	 pues	 yo,	 en	 mis	 reuniones	 periódicas	 de	 repaso,	 de	
seguimiento	y	de	como	va	todo-	porque	Patrick	Alfaya	viene	nos	explica	a	cada	institución,	se	toma	
un	café	con	cada	uno	de	nosotros,	 con	el	 concejal,	 conmigo,	 con	el	Gobierno	vasco-	 como	a	veces	
emplea	hilos	conductores	para	 la	programación(	 los	modernistas	de	no	se	qué,	 los	 impresionistas	
de	no	se	qué,	la	música	barroca...)	yo	le	sugerí	que	lo	hiciera	y	que	lo	tuviera	en	cuenta	y	que	en	el	
2019	 empieza	 a	 pasar	 esto.	 Otros	 años,	 en	 2016,	 Capitalidad	 Europea	 de	 la	 Cultura,	 que	 hiciera	
algún	 guiño.	 A	 veces,	 lo	 que	 le	 sugerimos	 es	 que	 no	 desaproveche	 la	 ocasión	 de	 emparentar	 la	









9:48	 Y,	 como	 se	 decirlo,	 a	 nivel	 de	 ciudadanía,	 participante	 evaluáis	 los	 resultados	 o	 impactos	
objetivos?	
No,	normalmente	 lo	dejamos	en	manos	de	 la	Quincena.	En	general,	 y	no	 creo	que	 sea	una	buena	
práctica,	las	evaluaciones	que	se	hacen	en	la	mayor	parte	de	los	casos	o	bien	de	impacto	económico	
o	bien	de	resultado	de	asistencia.	Se	interpreta	que	a	mayor	asistencia,	mayor	número	de	entradas	





la	 directora	 de	 Musikene,	 el	 director	 de	 la	 Quincena,	 el	 director	 de	 la	 orquesta	 de	 Euskadi,	 el	






como	 Almería,	 que	 igual	 para	 ver	 un	 concierto	 de	 dos	 horas	 no	 te	 desplazas	 4	 horas.	 Aquí	 	 las	
distancias	como	mucho	son	de	50	minutos,	hay	transporte	público.	Nos	preocupamos	para	que	haya	






















Ayer,	me	pasaron	un	video,	 si	quieres	 luego	 te	 lo	paso	porque	dice	 cosas	 super	 interesantes,	que	
aunque	 es	 deseable	 que	 todos	 los	 niños	 y	 niñas	 crezcan	 con	 conocimientos	 con	 múltiples	
disciplinas,	la	música	es	fundamental	para	la	formación	de	las	personas.		
La	música	que	es	casi	el	primer	elemento	de	cognición	que	tenemos,	es	un	lenguaje	universal.		
También,	 posicionar	 a	 la	 ciudad	 entre	 los	 grandes	 eventos	 alrededor	 de	 la	 música.	 Aunque	 no	
trascienda	mucho	a	los	turistas,	es	verdad	que	muchas	de	las	orquestas	son	de	fuera,	en	el	fondo	es	


























Digamos	 que	 hay	 muchos	 festivales	 que	 están	 transitando	 hacia	 un	 poco,	 están	 buscando	 la	
vivencia,	la	experiencia.	El	cine	lo	está	haciendo,	donde	te	ponen	cine	retrospectivo,	que	tiene	todo	
lo	del	nuevo,	pero	te	permite	ir	con	palomitas,	con	cervezas,	con	coca-colas.	Te	lo	hace	en	el	festival	










playa,	 hay	una	posibilidad	 intermedia	que	 es	 la	plaza	de	 la	Trinidad,	 que	 es	un	 espacio	de	 cierto	












para	 los	 conjuntos	 locales.	 Más	 allá	 de	 la	 orquesta	 de	 Euskadi	 que	 la	 puedes	 ver	 de	 forma	
recurrente,	 en	 sus	 ciclos	 anuales.	 Lo	 que	 sí	 que	 representa	 la	 Quincena,	 es	 la	 oportunidad	 de	
escuchar	 al	Orfeón,	 que	 se	 le	 escucha	menos,	 al	Andra	Mari,	 al	 Coro	Easo.	 Entonces,	 este	 tipo	de	




en	 la	 identidad,	 en	 bueno,	 otorga	 un	 papel	 de	 catapulta	 	 y	 de	 proyección	 pública	 de	 nuestros	
conjuntos	locales.	
Es	 posible	 que	 haya	 también	 una	 componente,	 un	 poco	 ligado	 a	 lo	 primero	 que	 te	 decía,	 que	 la	
ciudad	 es	 capaz.	 Es	 capaz	 de	 la	 organización	 ,	 de	 la	 localización,	 que	 todo	 cumple	 un	 guión	
preestablecido,	 a	 finales	 de	mayo	 se	 presenta	 el	 programa,	 se	 abren	 los	 abonos,	 hay	 una	 rutina	
cierta,	 segura,	 es	 un	 valor	 seguro.	 La	 gente	 tiene	 la	 percepción	 de	 que	 lo	 que	 se	 programa	 en	
Quincena	es	bueno,	o	sea,	digamos	que	hay		una	confianza	muy	alta	en	la	Quincena.	Tanto	es	así	que	
la	gente	va	a	ciegas,	en	algún	caso.	Pero	en	general,	se	cumplen	las	expectativas.	Muchas	más	que	el	























Básicamente,	 una,	 que	 es	 el	 estructural	 envejecimiento	 de	 los	 seguidores,	 de	 la	 audiencia.	 A	
diferencia	de	otros	festivales	clásicos	en	Europa,	dónde	ves	más	familias	jóvenes,	dónde	ves	a	niños	
y	a	niñas,	aquí	cuesta	mucho.	Se	sigue	viendo	mucho	cómo	algo	que	uno	empieza	acudir	cuando	está	
jubilado,	 cuando	 tiene	 tiempo	 y	 dinero.	 La	 gente	 lo	 sigue	 viendo	 como	 algo	 caro,	 cómo	 algo	
simplemente	aburrido,	no	atractivo.	Y,	 en	más	de	una	ocasión,	yo	 sé	que	Patrick	 lo	haría,	pero	 le	
falta	 presupuesto,	 le	 he	 sugerido.	 Yo	 suelo	 viajar	 a	 ciudades	 europeas	 y	 demás,	 y	 disfrutas	 con	
festivales	 al	 aire	 libre,	 con	 ópera,	 ves	 a	 gente	 joven,	 al	 aire	 libre	 de	 forma	 gratuita,	 a	 veces	 no,	
aunque	 sea	 al	 aire	 libre	 porque	 se	 preparan	 recintos	 cerrados	 para	 que	 se	 pueda	 acceder.	 Él	 lo	



















a	 1939,	 y	 es	 la	 época,	 a	 principios	 del	 siglo	XX	 y	 finales	 del	 XIX	 en	que	 la	 ciudad	 ya	 empezaba	 a	
transformarse	 en	 una	 ciudad	 muy	 turística,	 pasó	 de	 un	 asentamiento	 militar	 estratégico	 por	 la	
cercanía	entre	 la	 frontera	 francesa,	 española	porque	 tenía	un	puerto,	por	 su	posición	estratégica,	
pasa	a	ser	un	destino	más	turístico	y	de	tranquilidad.	Viene	justo	después	de	que	la	primera	guerra	
mundial,	 toda	 Europa	 está	 en	 guerra	 y	 cómo	 España	 no	 entró	 en	 guerra,	 también	 se	 mantiene	
neutral	y	esto	hace	que	mucha	gente	adinerada,	sobretodo	de	Francia	o	de	Europa	también	venga	
hacia	aquí,	en	la	zona	de	Biarritz,	en	esta	zona	de	San	Sebastián.	Porque	están	cerca	de	la	frontera	y	
también	 por	 el	 clima.	 Entonces,	 es	 importante	 también	 ver	 cuándo	 nace	 la	 Quincena	 y	 tras	 qué	
contexto	para	entender	cómo	va	acompasado	con	el	desarrollo	y	también	la	aparición	del	Jazzaldia,	
está	todo	dentro	de	una	idiosincrasia	o	de	espíritu	de	ciudad.	No	es	un	ente	que	nace	así,	sin	querer,	







y	 más	 entretenimiento.	 Esto(haciendo	 referencia	 al	 ayuntamiento)	 era	 un	 casino,	 hay	 muchos	
elementos	que	hace	que	la	Quincena	salga,	todo	esto	encaminado	por	un	paso	histórico	de	la	ciudad.	
(3:07)	Entonces,	 la	Quincena	Musical,	nace	 tras	una	primera	guerra	mundial	que,	al	estar	España	
neutral,	 acoge	 mucha	 gente	 de	 dinero	 mucho	 turismo,	 mucha	 tranquilidad	 y	 entonces,	 Donosti	
también,	 lo	 que	 hacía	 era	mirar	 para	 abrirse	 al	mundo	 y	 coger	 un	 carácter	más	 internacional,	 al	
final,	 la	Quincena	musical	tiene	este	objetivo.	Por	una	parte	si	es	generar	una	oferta	cultural	en	la	
ciudad	que	te	haga	diferente	del	resto,	pero	está	también,	de	sacar	pecho	y	músculo	en	comparación	






La	 Quincena,	 el	 Zinemaldi	 y	 el	 Jazzaldi,	 que	 luego	 te	 explicaré	 cómo	 nosotros	 los	 tratamos	 en	
conjunto,	 son	 iniciativas	que	surgen	desde	 la	sociedad	civil.	Esta	ciudad,	 los	grandes	hitos	que	ha	















Pues	 creo	 que	 es	 un	 tercio,	 porque	 está	 a	 tercios	 entre	 las	 tres	 instituciones	 (Gobierno	 vasco,	






luego,	 la	 Quincena	 también	 tiene	 empresas	 privadas	 que	 le	 aportan	 también	 que	 le	 patrocinan	




final	 el	 consejo	 de	 administración	 lo	 componen	 él,	 y	 el	 resto	 de	 instituciones,	 cada	 uno	 con	 sus	






espacios,	 charlas	 con	 patrocinadores,	 empresas	 privadas	 todo	 lo	 lleva	 Quincena.	 El	 Consejo	 de	
administración	 puede	 aprovar	 cosas,	 cambio	 de	 organigrama,	 aumento	 de	 presupuesto	 o	 una	
inversión	 ,	o	lo	que	sea.	Pero	el	gasto	corriente,	 la	vida	diaria	de	la	Quincena,	es	la	propia	entidad	
Quincena.	
8:39	El	 contenido	 cultural	 de	 la	Quincena,	 por	 así	 decirlo,	 y	 del	 Jazzaldia	 también	 ,	 intervenís	 de	
alguna	manera?	No	 sé,	 intentáis	 fomentar	 la	 cultura	 propia	 de	 San	 Sebastián	 o	 de	 Gipuzkoa.	 Ahí	
intervenís	de	alguna	manera?	
Intervenir,	igual	es	una	palabra	peligrosa.	No	es	intervenir	la	palabra.	Si	en	la	ciudad	hay	hitos,	sí	se	
ha	 aprovecha	 la	Quincena	o	 el	 Jazz	para	 trabajar	 esos	hitos.	Por	 ejemplo	el	2018	 se	 cumplían	30	
años	 de	 que	 falleció	 Pablo	 Sorozabal,	 por	 lo	 tanto,	 que	 es	 muy	 conocido	 sobretodo	 por	 la	
tamborrada,	pero	también	por	su	trayectoria	en	la	Zarzuela.	Dijimos,	bueno	como	es	un	artista	que	
tiene	 trayectoria	donostiarra	aunque	nació	en	Madrid,	aprovechamos	 la	plataforma	que	nos	da	 la	
Quincena,	para	hacer	una	programación	especial.	Lo	mismo	ocurrió	con	Usandizaga	hace	unos	años.	
Se	 aprovechan	 estos	 espacios	 o	 plataformas	 y	 estos	 festivales	 por	 si	 hay	 hitos	 que	 pueden	
acompañar	o	pueden	encajar	bien	aquí,	pues	los	usamos	para	eso.	Pero	todo	eso	se	consulta	de	una	



























de	auge	a	principios	de	siglo	con	el	 turismo,	 con	 la	vida	cultural	que	 tenía	e	 impulsa	este	 tipo	de	
festivales.	Entonces,	nosotros	nos	mostramos	un	poco	así,	porque	nos	es	más	fàcil	mostrarnos	así,	
ahí	fuera.	El	del	jazz	sí	es	que	es	un	festival	que	es	del	ayuntamiento,	o	sea,	recibe	aportaciones	de	
otras	 instituciones,	 y	 es	 un	 festival	 del	 ayuntamiento.	 Gran	 parte	 del	 presupuesto	 es	 del	
ayuntamiento	y	gran	parte	del	personal	de	producción,	y	todo	es	municipal.		
La	 Quincena	 al	 final	 es	 una	 entidad	 propia	 que	 tiene	 las	 tres	 patas	 de	 las	 administraciones,	
Diputación,	Gobierno	y	Ayuntamiento.	El	Zinemaldia	es	de	mayo	tamaño,	tiene	una	entidad	propia,	
que	tiene	su	dirección	personal.	De	los	tres	es	el	más	grande,	a	esto	se	le	suma	que	está	el	Ministerio	
de	 Cultura.	 El	 Zinemaldia	 tiene	 un	 presupuesto	 mucho	 más	 elevado	 que	 el	 resto.	 Se	 aporta	










menor	 calidad,	 es	 distinto.	 Es	 un	 público	 más	 cultural,	 que	 se	 cuida	 más	 su	 cultura	 y	 más	 su	
gastronomia.	Es	más	exquisito.	
Lo	bueno	que	tienen	estos	tres	festivales	que	hace	que	tengan	buena	aceptación	en	la	ciudad,	es	que	
son	 festivales	para	 la	ciudad,	ni	son	para	 los	 turistas	ni	para	 la	gente	de	 fuera.	Lo	bueno	de	estos	










Es	 una	 mezcla.	 El	 ayuntamiento	 o	 desde	 el	 ayuntamiento	 estamos	 muy	 agradecidos	 que	 estos	
festivales	y	esta	oferta	cultural	 tenga	un	apoyo	externo	porque	sino	serían	 inviables.	Sólo	con	 las	





el	 suyo(Heineken)	 es	 doble:	 el	 generar	 una	 afinidad	 de	 marca,	 ligo	 un	 festival	 de	 jazz	 con	 un	
producto	y	un	consumo	de	cerveza	y	lo	ofrezco,	y	entonces	eso	en	las	ventas	eso	tien	un	beneficio.	
Pero	también	,cuando	apadrinas	actividades	culturales	en	las	cuentas	de	las	empresas	me	imagino	




20:21	 Y	 un	 poco	 más	 allá,	 desde	 el	 Ayuntamiento	 sólo.	 ¿Qué	 objetivos	 culturales	 e	 identitarios,	
buscáis		con	este	tipo	de	festivales,	sólo	hablando	de	Jazzaldia	y	Quincena?	
Que	Donosti	se	mantenga	visible	y	reconocida	o	que	se	mantenga	en	 la	primera	 línea	de	 la	oferta	
cultural.	Cada	vez	es	más	 fácil	viajar,	 cada	vez	es	más	 fácil	moverte,	 cada	vez	son	más	 las	ofertas	
culturales		y	de	festivales	que	hay	no	sólo	en	España	si	no	en	toda	Europa	y	son	más	las	facilidades	
el	 ir	 a	 festivales.	 No	 sólo	me	 estoy	 refiriendo	 al	 jazz	 o	 a	 la	música	 clásica,	 a	 otro	 tipo	 de	 oferta	




Entonces,	 lo	 que	 sí	 que	 buscas	 es	 por	 una	 parte	 ser	 atractivo	 hacia	 fuera,	 que	 la	 gente	 venga	 y	
consuma	y	te	conozca	a	ti	como	ciudad,	como	consumo	cultural.	Pero	luego,	a	parte	tiene	una	cosa	
identitaria,	al	propio	donostiarra	verse	como	ciudad	referente	en	comparación	a	otras,	también	te	







valor	 añadido.	 Aquí	 es	 una	 oferta	 cultural	 muy	 potente,	 durante	 todo	 el	 año,	 pero	 sobre	 todo	
durante	tres	picos	importantes	con	estos	tres	festivales.	




















Es	 verdad	 que	 en	 verano	 si	 se	 genera	 ese	 debate	 de	 mucho	 turismo,	 aunque	 no	 a	 niveles	 de	
Barcelona,	aunque	muchos	lo	quieren	traer,	entonces	si	se	ha	generado	ese	debate	y	esas	emociones	
negativas	que	pueda	 tener	el	 turismo.	El	asunto	es	que	 la	gente	más	reacia	al	 turismo	pero	no	es	
reacia	a	la	Quincena,	al	Jazzaldia	o	al	Zinemaldia.	














de	 musica	 de	 Donostia	 Kultura,	 entonces	 sí	 responde	 al	 Ayuntamiento.	 Entonces,	 a	 la	 hora	 de	
programar	 en	 el	 jazz	 o	 buscar	 nuevos	 patrocinadores	 a	 la	 hora	 de	 mirar	 la	 oferta,	 la	 puedes	
controlar	mejor.	Pero	es	verdad,	el	 jazzalida	ya	 tiene	más	de	50	años	de	recorrido	y	 tiene	ya	una	
	
799	
estructura	 que	 lo	 hace	 también	 funcionar	 sólo	 de	 forma	 autónoma,	 entonces	 delegas	 en	 ellos	








mira.	 Al	 final	 son	 escaparate	 y	 plataforma	 para	 los	 grupos	 locales	 y	 eso	 también,	 más	 hilado	 al	
sentimiento.	Cuando	tu	ves	que	un	artista	local	donostiarra	está	en	un	escenario	importante,	en	una	












Viene	 un	 artista	 local	 para	 subrallar	 el	 valor	 de	 los	 servicios	 que	 ofreces	 y	 eso	 si	 genera	 un	
sentimiento,	es	decir,	que	gente	de	 fuera	marque	 lo	que	hay	en	esta	ciudad	como	referente,	 te	da	
energía.	
Por	 ejemplo	 cuando	 vienen	 artistas	 potentes	 o	 bastante	 famosos	 al	 jazz,	 también	dices,	 joder,	 ha	
venido	a	Donosti!	Cómo	se	lo	han	currado!	Entonces,	sí	genera	esa	aceptación	en	los	festivales	y	te	
construye	ese	sentimiento	de	pertenencia	de	poder	ir	fuera,	y	puedes	decir	que	tienes	los	mejores	







ganador	 al	 uso,	 es	 un	 profesional.	 Entonces,	 la	 gente	 sabe	 que	 tiene	 esa	 cosa	 de	 que	 ganó	




35:44	 Qué	 impactos	 definírias	 que	 tienen	 Quincena	 y	 Jazzaldi,	 impactos	 a	 nivel	 social,	
medioambiental	y	cultural?	
El	primero,	del	 impacto	 social	 es	 el	 acceso	a	 la	 cultura,	 ese	 sin	duda.	Más	el	del	 Jazz	que	el	de	 la	
Quincena,	porque	ofrece	contenido	cultural	de	forma	gratuita,	es	decir,	el	jazz	programa	en	la	calle,	
programa	 aquí	 enfrente	 del	 ayuntamiento,	 programa	 en	 el	 escenario	 verde,	 programa	 en	 los	
distintos	escenarios	de	la	Zurriola,	la	Trini	es	de	pago,	el	TVE	es	de	pago,	el	Kursaal	es	de	pago.	Pero,	
primero	 de	 todo	 el	 donostiarra,	 tiene	 opciones	 de	 disfrutar	 de	 una	 oferta	 musical	 de	 calidad	
durante	una	semana,	y	eso	ya	es	un	valor	en	sí.	Que	tu	puedas	decir,	Martes	7	de	la	tarde	me	voy	
aquí	 a	 escuchar	 jazz	 o	 a	 escuchar	 no	 se	 qué,	 ya	 es	 un	 éxito.	 Estás	 garantizando	 el	 acceso	 libre	 y	
democrático	a	la	cultura.	Socialmente	eso	es	bueno,	pero	que	además	el	ciudadano	practique	eso,	el	
impacto	 social	 creo	que	es	 eso	y	 el	principal.	 Luego	de	ahí	para	adelante,	 es	 el	de	buscar	nuevos	
públicos,	o	el	que	la	gente	ofrezca	un	interés	mayor	a	nivel	cultural,	que	lo	vayas	educando	y	él	sólo	
sea	capaz	de	comprarse	unas	entradas	o	de	ir	a	más	conciertos.	Que	no	sólo	 	durante	esa	semana	




Y	 luego	 ya	 hablando	 del	 impacto	 económico,	 son	 del	 2014,	 de	 la	 inversión	 que	 tiene	 el	














40:19	Ahora	que	has	hablado	de	 la	 industria	 cultural,	 ahora	 está	 sufriendo	muchos	 cambios	 esta	
industria,	de	música.	Habéis	notado	ese	cambio	de	consumo,	menos	música	vendida	y	más	música	
en	directo?	Supongo	que	todo	eso	ha	cambiado	en	pocos	años	




reclamo,	 y	 en	 la	 Quincena	más	 a	 lo	mismo.	 Van	más	 a	 obras	más	 conocidas	 y	más	 comerciales,	
porque	 la	 especialización	 y	 todo	 eso	 ya	 lo	 puedes	 vivir	 en	 tu	 casa.	 Es	 decir,	 yo	 si	 quiero	 ver	 un	
concierto	de	una	obra	de	jazz,	muy	muy	concreto,	pues	te	vas	a	youtube,	o	sea	no	tengo	que	esperar,	






nombres	 importantes,	 pero	 al	 tener	 tanta	 programación	 de	 distinto	 tamaño	 puedes	 seguir	
manteniendo	esa	oferta	tan	especializada.	Lo	bueno	no	es	que	todo	en	un	auditorio	grande,	Jazzaldi	
tiene	 un	 montón	 de	 escenarios,	 y	 esa	 oferta	 más	 especializada	 se	 va	 al	 Victoria	 Eugenia,	 a	 la	
Trinidad,	o	a	otros	escenarios.	 Igual	que	la	Quincena,	tiene	que	llenar	casi	diariamente	el	Kursaal,	
























misma	 institución.	 Programa	 la	 Diputación,	 el	 Ayuntamiento,	 Tabakalera,	 programa	 Donostia	
Kultura,	 agentes	 privados...mete	 en	 evento	 un	 cuentacuentos	 hasta	 un	 concierto,	 hay	 de	 todo.	 Es	
cantidad.	Yo	quiero	usar	esto	para	que	se	me	enganchen	como	puerta	de	entrada	durante	el	año	a	
esa	 actividad,	 que	 se	 formen	 con	 eso,	 pero	 que	 también	 te	 hagas	 aficionado	 a	 las	 exposiciones	










comparación	 con	 las	 otras	 experiencias	 etnográficas,	 esta	 es	 sin	 duda,	 la	más	 difícil.	 Se	 trata	 de	
hacer	 una	 inmersión	 en	 un	 contexto	 discontinuo	 temporalmente.	 He	 hecho	 una	 selección	 de	 un	
evento	 de	 cada	 ciclo	 dentro	 del	 propio	 festival	 de	 conciertos	 para	 poder	 comparar	 los	 distintos	
ambientes	que	 se	pueden	encontrar.	También	decido	hacer	 la	 etnografia	 en	 castellano	al	 ver	que	
esla	lengua	que	mayoritariamente	se	habla	
El	festival	celebra	su	79	edición	con	un	cartel	 	diseñado	por	el	artista	vasco	Juan	Luis	Goenaga.	El	
festival	 se	 estructura	 en	10	 ciclos:	 Jornada	 Inaugural,	Auditorio	Kursaal,	 Teatro	Victoria	Eugenia,	
Ciclo	 de	 Órgano,	 Ciclo	 de	 música	 antigua,	 Jueves	 de	 música	 en	 San	 Telmo,	 Ciclo	 de	 Música	
Contemporánea,	 Ciclo	 de	 Jóvenes	 Intérpretes,	 Quincena	 Infantil	 y	 Quincena	 Andante.	 Además,	
también	tiene	un	programa	para	jóvenes	que	se	llama	ConversAndo.		Para	cada	uno	de	estos	ciclos	
el	festival	me	ha	abierto	las	puertas	y	puedo	acceder	a	todos	los	eventos	que	considere	necesarios.		
La	 elección	 de	 los	 eventos	 ha	 ido	 en	 función	 de	 factores	 de	 participación.	 Según	 el	 estudio	 de	
















vías	principales	cartelones	en	 las	 farolas	anunciando	el	 festival.	Bajo	el	 slogan	“	Los	colores	de	 la	









este	 festival	 es	 distinto.	 No	 se	 puede	 palpar	 con	 tanta	 presencia	 la	 existencia	 del	 festival	 en	 el	














[3]	Mis	predisposiciones	para	este	 festival	y	que	creo	que	pueden	 influir	en	el	 transcurso	de	esta	
etnografia	 son	 unos	 cuantos	 que	 intentaré	 resumir.	 En	 primer	 lugar,	 está	 la	 preparación	 que	
requiere	la	formalidad	de	los	eventos.	Para	poder	estar	en	este	festival	en	cada	uno	de	los	eventos	
que	organiza	exige	cierta	formalidad	que	hay	que	respetar.	Además,	tengo	el	prejuicio	de	que	será	

















[4]	 Este	 solapamiento	 de	 festivales	 se	 palpa	 en	 la	 publicidad	 que	 hacen.	 Se	 han	 repartido	 los	
festivales.	En	una	calle	están	los	de	Jazzaldia	y	en	otra	las	de	la	Quincena.	Interpreto	que	existe	una	
coordinación	 entre	 los	 equipos	 de	 comunicación	 para	 esta	 tarea.	 Sin	 embargo,	 considero	 que	 la	
ciudad	 de	 alguna	 manera	 está	 sobreexplotada.	 A	 la	 vez	 considero	 que	 la	 ciudad	 aprovecha	 su	
situación	estratégica	entre	Francia	y	España,	ciudad	costera	y	situación	geográfica	ideal.	
[4.5]	He	preguntado	a	unas	cuantas	personas	de	la	calle,	residentes	de	San	Sebastián,	qué	les	parece	
esta	situación	de	verano	con	 festivales	y	 turistas.	Recibí	 todo	tipo	de	respuestas:	por	un	 lado	que	
vivir	 en	 San	 Sebastián	 es	 inaguantable	 y	 que	 no	 es	 la	 misma	 ciudad,	 que	 aporta	 mucho	 a	 la	
economia	 de	 la	 ciudad,	 que	 es	 espantosa	 la	 cantidad	 de	 hoteles	 que	 se	 están	 construyendo.	 Al	




[5]	 Para	 este	 día	 hay	 programados	 quince	 eventos	 repartidos	 por	 toda	 la	 ciudad	 y	 de	 distintos	
estilos	y	épocas.	Me	he	decidido	ir	a	los	eventos	que	considero	que	no	podré	repetir	a	lo	largo	de	la	
investigación.	 Los	 conciertos	 son:	 Quinteto	 Alaya,	 Son	 para	 bailar	 y	 Schola	 Gregoranista	 Donosti	
Ereski.	El	primero	es	un	concierto	de	cámara	que	tendrá	lugar	en	la	plaza	de	la	Constitución.	“Son	


























poquísimo	 ambiente,	 las	 terrazas	 se	 están	 instalando	 aún,	 decido	 tomarme	 un	 café.	 Están	 los	









sombra	 para	 poder	 presenciar	 el	 concierto	 con	 más	 tranquilidad,	 al	 hacerlo	 así	 se	 pierde	 la	
frontalidad.	 Sin	 embargo,	 decido	 quedarme	 donde	 estaba	 previsto,	 en	medio	 del	 sol.	 Empieza	 el	
evento	y	es	difícil	de	percibir	la	calidad	de	la	música	debido	al	ambiente	de	cafeterías	y	de	personas	








Entre	 el	 público	 hay	 amigos	 de	 los	 intérpretes	 y	 profesores.	 Lo	 sé	 por	 la	 interacción	 que	 hay	 y	
comentarios	 que	 se	 oyen.	 Además,	 el	 concierto	 está	 interpretado	 por	 alumnas	 y	 alumnos	 de	 la	
Escuela	 Superior	 de	 Música	 del	 País	 Vasco	 (Musikene).	 Reconozco	 a	 una	 de	 las	 encargadas	 de	





[5.10]Sinceramente,	 esperaba	 un	 poco	más	 del	 primer	 evento	 de	 la	Quincena.	 También	 entiendo	
que	 la	 jornada	 inaugural	 se	 preocupa	 de	 “calentar	 el	 ambiente”,	 es	 decir,	 de	 servir	 como	
preparación	del	festival.	Una	demostración	de	ello	es	el	hecho	que	todos	los	eventos	son	gratuitos	y	
sirven	de	reclamo	para	el	 resto	de	días.Supongo	que	el	plato	 fuerte	se	ofrecerá	esta	noche	con	el	
estreno	 de	 la	 producción	 de	 la	 Creación	 de	 la	 Fura	 dels	 Baus,	 al	 día	 siguientes.	 Este	 evento	 es	
interesante	por	lo	que	pueda	tener	de	divulgación	en	un	ambiente	un	tanto	inesperado	para	los	que	
pasean	por	la	calle.	Aún	así,	creo	que	podría	hacerse	en	sitios	más	concorridos	y	a	lo	mejor	no	tan	









evidentemente	 no	 está	 en	 el	 circuito	 principal	 del	 festival.	 Se	 trata	 casi	 de	 un	 evento	 paralelo	 y	
concebido	para	darle	un	tinte	solidario.	
[5.12]	 Cuando	 llego	 a	 la	 residencia	 el	 concierto	 no	 ha	 empezado	 aún.	 Están	 todas	 las	 personas	
mayores	sentadas	en	una	sala	grande	de	la	planta	principal.	En	la	parte	frontal	hay	dos	congas,	un	









zona.	 En	 este	 caso,	 entenderé	 que	 solidario	 en	 todos	 sus	 aspectos.	 Aprovecho	 el	 tiempo	 que	me	
queda	 para	 descubrir	 que	 Intermezzo	 es	 una	 asociación	 que	 figura	 entre	 los	 patrocinadores.	 Sin	














También	 había	 un	 fotógrafo	 que	 ha	 estado	 un	 ratito	 haciendo	 fotos.	 Sin	 embargo,	me	 resulta	 un	











al	 que	 he	 asistido	 por	 la	 mañana.	 Este	 encuentro	 inesperado	 me	 resulta	 curioso	 y	 a	 la	 vez	 que	








reconstruida	 en	 el	 s.	 XVI.	 Es	 una	 pequeña	 joya	 de	 la	 ciudad,	 enriquecida	 con	 esculturas	
contemporáneas	en	su	interior.	














no	 son	unas	 expertas	 y	 que	 poco	me	pueden	decir.	 Además,	me	 insisten	 que	 no	 estarán	durante	
todo	 el	 concierto.	Me	da	 la	 sensación	 que	 les	 da	miedo	quedar	mal	 por	 si	 dicen	 alguna	 cosa	 que	
quede	fuera	de	lugar	o	que	consideran	que	soy	demasiado	culto	para	ellas.	Insisto	un	poquito	para	















vehementemente.	 Esto	 me	 hace	 saltar	 un	 poco	 las	 alarmas.	 Entre	 gente,	 supuestamente,	 tan	
refinada	a	veces	se	pierden	las	formas	por	el	bien	del	gozo	intelectual.	Hay	momentos	sarcásticos	en	
el	disfrute	de	la	música	en	directo.	
[5.23]	 Desde	 el	 atrio	 de	 la	 iglesia	 un	 cantor	 empieza	 entonando	 un	 salmo.	 El	 resto	 del	 coro	 se	
encuentra	en	el	fondo	de	la	iglesia	y	van	entrando	poco	a	poco.	Este	sonido	transporta	a	una	abadia	






en	mi	 un	 efecto	 espejo	 y	 hago	 lo	mismo,	 rápidamente	 compruebo	 el	 teléfono	 y	 lo	 apago.	 No	 sin	
antes,	 contestar	 a	unos	 cuántos	whatsapps.	Es	 curioso	 como	se	ha	enfriado	 la	 experiencia	 en	 ese	




un	poco	más.	 El	 ambiente	 tenso	que	me	 rodea	me	 inquieta	 y	 desconcentra	para	 centrarme	 en	 la	
música.	Todo	esto	ha	sucedido	y	acaba	de	terminar	la	primera	pieza.	Ha	sido	un	viaje	del	cielo	a	la	
tierra	en	4	minutos.	




y	 que	 por	 tanto	 hará	 siglos	 que	 no	 se	 interpretan.	 Por	 supuesto,	 al	 ser	 gregoriano	 son	
transcripciones	y		hace	una	breve	explicación	que	ayuda	a	entender	el	contexto	de		las	obras.	Hago	
un	pequeño	vistazo	a	la	Iglesia	y	veo	que	se	ha	llenado	por	completo.	La	mayoría	de	personas	son	

























arrasado	 antes	 de	 una	 semana	 del	 estreno	 la	 taquilla.	 Es	 una	 versión	 escenificada	 de	 la	 obra	 de	








[6.2]	 Llego	 bastante	 antes	 de	 la	 hora,	 es	 el	 primer	 evento	 que	 voy	 atender	 en	 el	 auditorio	 del	
Kursaal.	Compruebo	que	hay	cierto	nerviosismo	al	llegar	a	la	entrada.	En	principio,	tengo	invitación	
para	todos	 los	eventos	que	he	concertado.	El	personal	de	seguridad	está	al	 tanto,	pero	no	deja	de	




Como	he	 comentado	 la	 prensa	ha	dado	bastante	 visibilidad	 al	 evento	 y	 las	 redes	 tenían	bastante	





Se	palpa	 la	 expectación	ante	un	espectáculo	que	promete	 ser	 innovador.	El	público	es,	 a	primera	






caluroso.	 El	 acceso	 es	 pausado,	 está	 lleno	 a	 rebosar.	 La	 gente	 va	 vestida	 de	 media	 etiqueta.	
Considero	que	se	puede	ver	cierto	nivel	económico.	Las	entradas	no	son	excesivamente	caras:	están	
entre	 los	12	euros	y	 los	73.	Creo	que	para	una	producción	de	este	calado,	 las	entradas	están	muy	
bien	de	precio.	Sin	embargo,	considero	que	la	gente	se	arregla	más	estéticamente	por	el	hecho	de	
estar	en	un	contexto	más	culto	o	que	consideran	más	refinado.	















[6.7]	 El	 espectáculo	 empieza	 con	 el	 pie	 torcido.	 Hay	 30	 minutos	 de	 retraso	 respecto	 la	 hora	
programada	hasta	que	empiezan	a	sonar	las	primeras	notas	de	la	orquesta.	Nos	prohiben	por	activa	
y	por	pasiva	cerrar	 los	móviles,	debido	a	que	pueden	crear	 interferencias.	TAmbién	nos	prohiben	
grabar.	 (Esto	 me	 recuerda	 que	 en	 las	 redes	 no	 se	 ha	 podido	 ver	 nada	 de	 como	 iba	 a	 ser	 la	
producción).	La	Fura	se	ha	cuidado	mucho	de	que	no	salga	nada	al	exterior	y	ahora	también.	
[6.8]	 Cuando	 anuncian	 el	 retraso,	 a	mi	 alrededor	 las	 personas	 se	 quejan	 bastante.	Me	 resulta	 un	

























[7.1]	Después	de	mi	 introducción	a	 la	música	antigua	en	 la	 jornada	de	 inauguración	hoy	me	 toca	
hacer	 una	 inmersión	 a	 la	 música	 del	 siglo	 XVI.	 El	 programa	 es	 casi	 un	 monográfico	 de	 Manuel	
Cardoso	 y	Nicolas	Gombert.	 Es	 para	mi	 una	música	 casi	 desconocida,	más	 allá	 de	Tomás	 Luis	 de	
Vitoria,	Palestrina	o	Monteverdi.	
[7.2]	Este	evento	se	celebra	en	la	iglesia	de	un	convento	de	clausura.	El	emplazamiento	es	especial	
porque	 se	 encuentra	 en	 el	 lomo	de	Urgull,	 en	 la	 zona	 vieja	 de	 la	 ciudad,	 se	 tiene	 que	 subir	 unas	
escaleras,	 la	 iglesia	está	en	un	rinconcito	apacible	y	esto,	hace	más	especial	 la	participación.	En	la	
cola	 me	 encuentro	 con	 el	 director	 del	 festival	 que	 charla	 animadamente	 con	 unas	 personas	 del	
público.	 En	 el	 momento	 de	 abrirse	 las	 puertas	 la	 cola	 fluye	 muy	 rápidamente	 y	 podemos	 ir	
entrando.	 Las	 personas	 que	 conforman	 la	 cola	 son	 todas	mayores	 que	 yo	 y	me	 cuesta	 encontrar	






[7.3]	 En	 la	 entrada	 de	 la	 iglesia	 me	 encuentro	 con	 la	 responsable	 de	 comunicación	 y	 otros	
ayudantes	de	producción.	Esto	reafirma	la	idea	de	que	toda	la	organización	del	festival	se	implica	de	
lleno	en	 las	actividades.	Este	hecho	me	reafirma	también	 la	 idea	de	que	es	 importante	conocer	el	




de	la	 importancia	de	 la	música	para	un	festival	de	este	tipo.	El	protagonismo	se	 lo	 lleva	la	música	
durante	 la	 interpretación.	 El	 público	 es	mayoritariamente	 del	 País	 Vasco,	 constato	 entre	 algunas	
personas	del	público	que	son	amigos	de	los	participantes	del	coro,	por	la	referencia	que	hacen.	Es	
otra	vez	una	buena	manera	de	darse	cuenta	que	traer	a	más	coros	es	atraer	a	más	público.	
[7.5]	 El	 coro	 ha	 preparado	 un	 dossier	 con	 los	 textos	 de	 las	 piezas	 que	 van	 a	 interpretar	 con	 la	
traducción	al	español.	Se	agradece	porque	gran	parte	del	programa	es	en	latín	y	se	agradece	que	se	











































del	 pueblo	 vasco	 es	 que	 en	 casi	 todas	 las	 iglesias	 de	 la	 provincia	 hay	 órganos	 de	 cualidad	 y	 que	
requieren	de	un	organista.	Existe	una	tradición	de	organistas	que	facilita	la	existencia	de	un	público	





[8.3]	 Se	 ha	 dispuesto	 una	 gran	 pantalla	 en	 el	 centro	 que	 ayuda	 a	 seguir	 la	 interpretación	 del	



















[8.6]	 De	 repente	 se	 producen	 unos	 problemas	 técnicos.	 En	 un	 momento	 hay	 una	 pieza	 que	 se	















las	 conversaciones	 que	 voy	 teniendo	 con	 alguno	 que	 está	 a	 mi	 lado.	 Están	 contentísimos	 y	
consideran	que	ha	sido	una	gran	decisión	venir	al	concierto	de	hoy.	
11	de	agosto	

















ocupa	ya	un	parte	 importante	de	 la	 calle.	Como	era	de	esperar	 las	personas	 tienen	una	media	de	
edad	que	dobla	 la	mía,	por	 lo	menos.	Las	personas	que	 tengo	a	mi	alrededor	se	nota	que	son	del	
pueblo	porque	van	saludando	a	conocidos	que	pasan	por	la	calle.	La	espera	se	hace	larga	y	no	abren	
hasta	 las	20:20.	Había	un	funeral	y	 la	Misa	ha	terminado	más	tarde	de	 lo	esperado.	Curiosamente	
las	personas	no	se	han	quejado	mucho	y	entran	ordenadamente.	
[9.3]	 El	 concierto	 es	 una	 colección	 de	 piezas	 de	 Zarzuela	 interpretadas	 por	 un	 pianista	 y	 dos	
sopranos.	 	 Es	 un	 homenaje	 a	 Pepita	 Embil	 que	 nació	 en	 Getaria,	 su	 esposo	 fue	 Plácido	Domingo	
Ferrer	y	su	hijo	Plácido	Domingo	es	el	tenor	conocido.	Además,	fue	una	soprano	muy	conocida	por	
sus	roles	en	 la	Zarzuela	y	 la	operetta.	En	definitiva,	el	 concierto	 tiene	un	aire	de	aniversario	y	de	
homenaje.	
[9.4]	Reconozco	que	no	soy	un	gran	fan	de	la	Zarzuela	y	por	tanto	no	voy	con	especial	ilusión	a	este	









concierto	en	un	 sitio	 como	este	es	muy	difícil	por	 la	 acústica,	 y	que	además	en	algunas	piezas	 se	
puede	romper	demasiado	con	el	ambiente	que	sugiere	la	iglesia.	
[9.6]	Con	este	concierto	se	repite	 la	sensación	de	arraigo	en	la	población	vasca.	Las	cantantes	son	





cantando	 y	 aplaudiendo.	 Las	 personas	 de	más	 edad	 se	 conocen	mejor	 las	 piezas.	 El	 concierto	 ha	
terminado	con	euforia	y	considero	que	la	calidad	(dentro	de	lo	que	he	podido	ver	hasta	ahora)	del	










[10]	 Este	 evento	 también	 es	 un	 de	 los	 highlights	 	 de	 la	 Quincena.	 Hasta	 hace	 poco	 era	 la	 única	
manera	de	ver	ópera	en	San	Sebastián	y	por	eso,	existe	ya	la	tradición	de	que	la	Quincena	traiga	una	























con	 la	 ópera	 que	 se	 presenta	 hoy.	 Por	 un	 lado,	 creo	 que	 el	 público	 donostiarra	 es	 bastante	
tradicional	y	diría	incluso	que	serio	y	poco	dado	al	humor.	Por	tanto,	estoy	curioso	para	ver	como	
reaccionará	 el	 público	 ante	 un	 evento	 de	 este	 tipo.	 En	 el	 propio	 contraste	 encuentro	 parte	 de	 la	
respuesta,	seguramente	el	público	donostiarra	necesita	más	humor,	o	simplemente,	se	trata	de	un	
prejuicio.	Sea	como	sea,	el	Kursaal	se	ha	llenado	con	esta	segunda	función.	
[10.4]	 En	 cuanto	 a	 la	 puesta	 en	 escena,	 puedo	 decir	 que	 se	 trata	 de	 una	 puesta	 tradicional	
operística.	 Un	 decorado	 y	 fondo	 imponentes,	 ambientado	 en	 un	 estilo	 orienta	 (como	 la	 obra	
tradicionalmente	 lo	 pide)	 y	 en	 general,	 puedo	 decir,	 que	 estéticamente	 no	 me	 sorprende.	 La	








impresionar	 y	 hacer	 reír.	 Las	 emociones	 de	 esta	 producción	 son,	 creo,	 más	 superficiales	 en	
comparación	 con	 otras.	 A	 la	 vez,	 creo	 que	 forma	 parte	 de	 las	 producciones	 más	 caras	 de	 la	









personas	 terminan	de	pie,no	muchas.	Entre	 el	 público	 veo	 a	muchas	 autoridades	de	 la	 ciudad:	 el	
alcalde,	el	antiguo	alcale,	algunos	concejales	y	el	director	del	festival.	En	definitiva,	el	evento	logra	









coincidiendo	 con	 la	 fiesta	 de	 la	 Virgen.	 El	 festival	 hace	 un	 breve	 parón	 entre	 el	 13	 y	 16,	
prácticamente	 se	 puede	 decir	 hasta	 el	 18,	 porque	 los	 eventos	 que	 hay	 el	 16	 y	 17	 son	 de	 poca	
importancia.	El	festival	asume	que	esos	días	hay	que	parar	porque	el	interés	de	la	gente	están	en	las	







concierto	 además	 lo	 integran	 intérpretes	 de	 la	 zona.	 Por	 un	 lado,	 está	 la	 orquesta	 sinfónica	 de	
Euskadi	 que	 tiene	 sede	 en	 San	 Sebastián.	 Por	 otro,	 el	 coro	 Andra	 Mari	 que	 también	 es	 de	 San	










[11.3]	El	 concierto	 está	 a	 rebentar,	 el	 público	 a	 primera	 vista	 es	 de	más	 entrada	 en	 edad	que	 en	
otras	 ocasiones.	 Antes	 de	 empezar	 se	 avisan	 con	 los	 habituales	 avisos	 sobre	 los	 aparátos	
electrónicos.	Hago	un	breve	repaso	visual	al	público	y	me	encuentro	con	caras	conocidas	del	último	
















para	 el	 concierto	 y	 resta	 a	 la	 espera	 hasta	 que	 el	móvil	 deje	 de	 sonar.	 Esto	 crea	 un	 ambiente	 de	










servicio	 de	 venta	 de	 bebidas.	 Me	 encuentro	 con	 un	 conocido	 que	 es	 amante	 de	 la	 música	 y	 me	










































[12.4]	Mientras	 transcurre	 el	 concierto	 puedo	 ver	 caras	 de	mucha	 concentración.	 También	 veo	 a	
una	persona	durmiendo.	Realmente	me	 sorprende	 como	 el	 nivel	 de	 concentración	puede	 ser	 tan	
alto	con	una	música	de	este	tipo.	Al	final	ha	habido	un	aplauso	bastante	intenso	y	ha	habido	un	bis	







[12.5]	 Al	 acabar	 el	 concierto	 se	 me	 acerca	 una	 chica	 y	 me	 pregunta	 sobre	 mi	 investigación.	 Me	
comenta	 que	 cree	 que	 la	 encuesta	 que	 estoy	 haciendo	 no	 es	 correcta.	 Considera	 que	 se	 podría	













más	 esperaba	 del	 festival.	 Jordi	 Savall	 tiene	 un	 renombre	 justificada	 por	 una	 carrera	 espléndida.	






[13.2]	Después	de	 los	 tradicionales	avisos,	 el	 concierto	da	 comienzo.	 Savall	 y	 el	 resto	de	músicos	
empiezan	 interpretando	 una	 pieza	 que	 sirve	 de	 introducción.	 En	 un	momento	 cambia	 el	 ritmo	 y	
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entra	 la	 gaita	 por	 parte	 de	 Carlos.	 Es	 maravillosa	 esta	 música	 y	 transporta	 a	 un	 cierto	 estado	
préterito	de	paz	y	armonia	con	la	naturaleza.	Al	acabar	esta	pieza	introductoria	Carlos	Nuñez	dirige	











los	 oídos	 y	 para	 el	 espíritu.	 Savall	 es	 un	 maestro.	 Después	 de	 "volver"	 a	 la	 tierra	 me	 fijo	 en	 el	




público	 un	 "guauuu".	 Es	 maravilloso	 también	 el	 nivel	 de	 interpretación	 de	 los	 músicos	 que	 lo	




entre	 canción	 y	 canción	 son	 maravillosos.	 El	 repertorio	 además	 en	 alguna	 ocasión	 versa	 sobre	
842	












[14]	 Este	 concierto	 es	 un	 evento	 pensado	 para	 niños.	 Se	 hace	 en	 la	 iglesia	 dentro	 del	 antiguo	
convento	 de	 San	 Telmo.	 Son	 una	maravilla	 los	 frescos	 inmensos	 que	 hay	 en	 los	 laterales	 y	 en	 el	
ábside	 de	 la	 iglesia.	 Es	 toda	una	 inmersión	 en	 la	 tradición	pesquera	de	 esta	 parte	 de	Euskadi.	 El	
espacio	 hace	 tiempo	 que	 es	 una	 sala	 de	 eventos.	 En	 esta	 ocasión	 está	 todo	 preparado	 para	 que	
pueda	albergar	una	cincuentena	de	niños.	Hay	cojines	en	el	suelo	para	que	se	puedan	sentar	y	unos	
bancos	de	madera	pensados	para	los	padres	que	puedan	venir.	
[14.1]	El	evento	empieza	a	 las	12h,	cuando	 llego	 faltan	aún	unos	20	minutos	para	que	empiece	el	
evento.	 Poco	 a	 poco	 van	 llegando	 familias	 hasta	 que	 se	 llenan	 toda	 la	 parte	delantera	de	 cojines.	
Calculo	 que	 habrá	 unas	 70	 personas	 entre	 niños	 y	 padres.	 Hasta	 última	 hora	 llegan	 familias	
dispuestas	a	disfrutar	del	evento.	Aproximadamente	habrá	unos	cincuenta	niños	entre	2	y	10	años.	
En	el	pequeño	escenario	que	hay	se	puede	ver	un	mezclador	de	canales	electrónico,	algunos	pedales	





[14.2]	 Antes	 de	 empezar	 el	 ambiente	 es	 de	 lloros,	 niños	 corriendo	 y	 de	mucho	 trajín.	 Ambiente	
propio	para	un	evento	pensado	para	los	niños	y	familias.	El	título	es	curioso:	"Historia	inventada	de	
la	música	inventada".	Está	claro	que	no	se	va	hacer	un	repaso	exhaustivo	de	la	historia	de	la	música,	


















lo	 puedo	 ser	 yo.	 Además,	 y	 esto	 lo	 hace	 más	 interesante,	 mezcla	 distintos	 sonidos	 gracias	 a	
elementos	 tecnológicos	que	enriquecen	 las	composiciones	que	aparentemente	se	 inventa	sobre	 la	
marcha.	
[14.5]	Hace	intervenir	a	adultos	y	más	pequeños	en	sus	actuaciones.	Consigue	mantener	la	atención	
de	 los	 niños	 con	 elementos	muy	 básicos	 pero	 que	 creo	 que	 ayudan	 a	 despertar	 la	 inventiva	 y	 el	
interés	por	 la	música.	Ha	 construido	 flautas	 con	pajitas,	 han	hecho	minicomposiciones	 con	 tubos	
que	hacen	sonidos	en	distintas	tonalidades	al	ser	golpeados.	
















[15.2]	 Sin	 embargo,	 el	 espacio	 en	 el	 que	 se	 celebra	 el	 concierto	 es	 bastante	 deficiente	 para	 la	
acústica.	 Es	 una	 sala	 de	 congresos	 con	 el	 techo	 muy	 bajo	 y	 con	 material	 muy	 absorbente.	 Se	
















[15.4]	 EL	 público	 es	 mayoritariamente	 femenino.	 El	 concierto	 transcurre	 con	 normalidad,	 en	
algunos	casos	molestan	los	abanicos.	Los	comentarios	del	tenor	son	didácticos	y,	por	 lo	que	logro	
entender,	ayudan	a	seguir	el	hilo	del	alemán	que	no	entiendo.	Se	 trata	de	una	pieza	romántica,	 la	
música	 vino	 después	 que	 la	 letra.	Wilheim	Müller	 fue	 el	 compositor	 de	 la	 letra	 a	 la	 que	 después	















saluda	 como	 un	 compañero	 más	 de	 trabajo.	 La	 responsable	 de	 sala	 es	 quien	 me	 conoce	 mejor	
porque	me	ayuda	después	de	cada	evento	a	recoger	las	encuestas	y	en	casi	todas	las	ocasiones	que	
he	estado	en	el	Kursaal	estaba	ella.		
[16.2]	 El	 público	 empieza	 a	 entrar	 y	 me	 tomo	 el	 tiempo	 para	 hacer	 unas	 fotos	 y	 para	 analizar	
actitudes.	 Este	 público	 me	 recuerda	 el	 público	 de	 la	 ópera.	 Bastante	 mayor	 y	 a	 la	 vez	 más	
sofisticado.	 Sin	 embargo,	 mis	 observaciones	 se	 ven	 interrumpidas	 porque	 la	 responsable	 de	
personal	me	avisa.	Me	acompaña	hasta	el	sitio	donde	tengo	reservado	el	sitio	y	me	pregunta	si	 la	
mochila	 es	 mía.	 Se	 ve	 que	 los	 que	 estaban	 a	 mi	 alrededor	 estaban	 asustados	 con	 la	 mochila.	
Pensaban	que	 la	persona	que	 la	 había	dejado	había	desaparecido.	Arreglado	 el	malentendido	me	
siento	 en	 mi	 sitio	 para	 dar	 confianza.	 La	 persona	 que	 había	 avisado	 habla	 conmigo	 enfadada	
diciendo	que	es	una	irresponsabilidad	por	mi	parte,	me	sorprende	su	reacción	y	las	maneras	en	que	
hace	sus	afirmaciones.	Me	callo	y	le	pido	disculpas	cuando	acaba.	Finalmente,	se	tranquiliza.	
[16.3]	Por	 lo	que	puedo	observar	desde	mi	sitio	el	auditorio	está	casi	 lleno.	En	 los	 laterales	de	 la	
zona	central	se	pueden	ver	más	jóvenes.	Interpreto	que	son	jóvenes	que	entran	a	última	hora	en	la	
oferta	que	hacen	a	menores	de	30	años,	en	los	últimos	30	minutos	de	la	entrada,	pueden	comprar	
entradas	por	3	euros.	Es	una	manera	de	acercar	el	público	 joven	a	 los	conciertos.	Constato	que	 la	
media	de	edad	es	bastante	alta	y	está	bastante	equilibrado	entre	hombres	y	mujeres.	
[16.3]	El	 concierto	que	ofrece	 la	NDR	es	 totalmente	nuevo	para	mi.	Aunque	me	suena	un	poco	 la	
sinfonía	número	2	de	Brahms,	nunca	he	escuchado	a	Mahler.	El	director	es	Krzystof	Urbanski	que	
me	he	enterado	hace	poco	que	 tiene	mucho	prestigio	y	además	es	bastante	 joven.	La	orquesta	va	
entrando	 poco	 a	 poco,	 es	 una	 orquesta	 muy	 grande.	 Calculo	 que	 habrá	 unos	 70	 músicos.	 He	
comentado	 con	 alguna	 persona	 del	 público	 porque	 hay	 tanta	 expectación	 y	me	 comentan	 que	 la	








de	 que	 hay	muchas	 personas	 que	 están	 tosiendo.	 En	 el	 primer	 fragmento	 es	 bastante	 notorio	 lo	
molesto	 que	 puede	 llegar	 a	 ser,	 la	 tos	 constante	 de	 algunas	 personas.	 Además,	 es	 curioso	 como	
entre	movimiento	y	movimiento	de	una	misma	obra	todo	el	mundo	aprovecha	para	toser.	
[16.5]	 Después	 de	 la	 primera	 parte	 el	 público	 se	 vuelca	 con	 la	 actuación	 de	 la	 orquesta	 y	 del	
director.	El	director	ha	tenido	que	entrar	y	salir	cuatro	veces,	hecho	que	demuestra	que	el	público	
está	totalmente	entregado	al	concierto.	Ha	habido	bravos	en	voz	alta	y	el	solista	también	ha	hecho	




personas	 tomando	alguna	 cosa,	 el	 volumen	de	 conversación	 está	bastante	 alto	 y	 se	puede	palpar	
que	la	gente	está	muy	contenta	con	el	transcurso	del	concierto.	Aprovecho	para	ver	cuánto	cuesta	









[16.7]	Al	 volver	 a	 entrar	 en	 el	 auditorio,	 veo	personalidades	que	me	 resultan	 familiares	de	otros	
conciertos.	Por	ejemplo,	el	antiguo	alcalde	de	San	Sebastián	está	cerca	de	donde	yo	estoy	ubicado.	
Me	 acerco	 a	 él	 y	 empezamos	 a	 comentar	 sobre	 el	 transcurso	 de	mi	 investigación	 y	 rápidamente	





decoro	 la	 persona	que	 antes	 se	 había	 enfadado	 conmigo.	 Constato	que	 le	 ha	 cambiado	 el	 humor,	
desconozco	si	es	por	la	música	o	por	si	se	ha	tomado	una	copa	de	vino.	Es	el	momento	de	la	segunda	
sinfonía	 de	 Brahms.	 La	 orquesta	 suena	 de	 mil	 maravillas	 y	 se	 puede	 palpar	 la	 calidad	 de	 los	
músicos.	Tanto	por	la	cualidad	del	sonido	que	surge	de	la	orquesta	como	por	la	fuerza	y	la	pasión	






me	cuesta	 recordar,	pero	 las	 reconozco	del	 coro	Andra	Mari,	del	 concierto	del	18	de	agosto.	Esto	




distintas.	Ha	 sido	 realmente	una	experiencia	única	y	muy	enriquecedora.	Todos	 los	eventos	a	 los	
que	 he	 asistido	 han	 aportado	 una	 perspectiva	 sobre	 la	 música	 con	 instrumentos	 clásicos.	 Lo	






las	 emociones	 compartidas.	 Me	 explico,	 al	 intentar	 profundizar	 en	 las	 reacciones	 que	 tienen	 el	
público,	en	primer	 lugar,	desde	el	exterior	me	 incita	a	conocer	mis	propias	emociones.	Por	 tanto,	
creo	 que	 ha	 sido	 una	manera	 de	 conocerse.	 Además,	 gracias	 a	 las	 conversaciones	 que	 he	 podido	
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entablar	 con	 las	 personas	 elegidas	 aleatoriamente	 en	 el	 público	 han	 enriquecido	mi	 perspectiva.	
Aún	teniendo	un	salto	generacional	de	unos	20	años	de	media,	considero	que	he	conseguido	palpar	
el	 contenido	 común	 de	 esta	 experiencia	 compartida.	 Si	 tuviera	 que	 resumirlo	 en	 una	 frase,	 lo	








































1. Crees	que	existe	este	impacto?	 		 	 Sí	 No	
2. Creus	que	es	intencionado?	 	 	 Sí		 No	
3. Indica	la	intensidad	del	impacto	en	tu	calidad	de	vida:	 	 1			2			3			4			5	
4. Crees	que	las	emociones	han	afectado	a	la	intensidad	del	impacto?	 Sí		 No	
































La	música	 	 	 1			2			3			4			5	
	



















Ikertalde	 is	 a	 Basque	 consultancy	 in	 San	 Sebastian.	 They	 are	 specialized	 in	 three	 main	
analysis:	statistics	and	markets,	evaluation	and	consultancy	and	outsourcing	of	services.	It	
is	 not	 a	 cultural	 consultancy	 though	 carried	 out	 several	 studies	 for	 other	 cultural	
institutions	 and	 public	 institutions.	 It	 is	 in	 good	 relations	 with	 the	 Basque	 institutions	
because	analysed	an	important	number	of	Basque	City	Halls,	the	Government	institutions	
and	other	Basque	enterprises242.	During	 the	period	of	2011-2016	 they	were	 responsible	
for	numerous	analysis	of	Basque	cultural	institutions.		In	2015	the	consultancy	presented	
an	analysis	of	the	socio-economic	impact.	This	study	is	the	unique	analysis	that	Quincena	
has	 done	 in	 the	 80	 years	 of	 existence.	 Since	 that,	 becomes	 the	 only	 reliable	 source	 of	
information	in	order	to	place	a	rigorous	research.	Consequently,	in	order	to	apply	the	new	
proposal	in	the	case	study,	and	assuming	that	one	single	researcher	would	not	be	able	to	
carry	 a	 research	with	 the	 same	 size,	 their	 research	 is	 going	 to	 be	 the	 image	where	 the	
present	analysis	will	reflect.	In	other	words,	the	application	of	the	CIPE	is	going	to	follow	a	
quota	sampling	of	the	percentages	of	the	Ikertalde	2015.		
Their	 analysis	 was	 in	 three	 episodes.	 The	 first	 a	 series	 of	 interviews	 to	 local	 cultural	
institutions	in	order	to	understand	the	cultural	transcendence	of	the	festival.	The	second,	a	






























Graphic	 3	 shows	 the	 characteristics	 of	 the	 audience	 in	 the	 analysis	 of	 2015.	 The	 main	
characteristics	of	the	audience	are:	a	presence	of	49,5%	of	men	and	a	50,30%	of	women,	
more	than	60%	are	in	between	51	and	65	(or	more)	years	old.	The	origin	of	the	audience	


























quota	sampling	applied	 in	 the	2018's	edition	of	 the	 festival	 for	 the	research	 through	the	
quantitative	and	qualitative	methodologies	explained	in	chapter	6.	
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